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INTRODUCTION 


Although French Neo-classicism traces back to Claude and Poussin 
in 17th century Rome, it flourished in the late 18th century, the 
period of the greatest social and political upheaval in modern 
times, and a period of explosive activity in the visual arts, archi- 
tecture, literature, music, philosophy and science. It remains tempt- 
ing to interpret politically the rejection of the garish ruffs and frills 
of court, the rosy breasts and bottoms of the fétes galantes, for 
the grisaille austerity of Neo-classicism. 

There was unquestionably a movement, in the Age of En- 
lightenment, to stylistic purification and simplification in all the 
arts, just as there was in politics. But the politics and patronage 
of the times were complicated. The artists’ and intellectuals’ re- 
jection of the Baroque and Rococo commenced decades before 
the political upheavals. And the political allegiances of the artists 
were by no means consistent, nor was their patronage. 

This much can be said. The intellectual is politically 
prescient. Creative minds tend not to be complaisant, to be un- 
comfortable with the status quo. They are more intellectually 
energetic, active rather than reactive, and found more usually 
on the liberal than the conservative end of the spectrum. They 
tend to better taste, to the simple and pure, away from the com- 
plicated, the frivolous, the decadent. So it is not unreasonable 
to infer a connection, difficult as it may be to unravel, between 
the revolutionary political movements and Neo-classicism. 

In this new age, in which heroes were made, not born, 
romance derived from deeds, not trappings. Status was now to be 
achieved, not inherited. Heroes were to be romanticized, in the 
classical mode, by artists, poets, musicians and architects. The 
Age of Revolution overlapped the Age of Reason, and as the 18th 
century turned into the 19th, Neo-classicism transmuted into 
Romanticism. Nowhere was this evolution more dramatic than 
in France, that most rational of nations. These two themes were 
treated encyclopedically in the Arts Council's 1972 The Age of 
Neo-classicism and the Grand Palais’ 1975 The Age of Revolution. The 
present exhibition is a modest attempt to connect them and 
suggests the inexorable evolution later in the r9th century into 
Realism, Impressionism and Symbolism. 
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for her indefatigable work on the catalogue entries, many of them 
last-minute and much pressured; to Sylvain Bellenger for invalu- 
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PIERRE-NOLASQUE BERGERET 


Marius Meditating on the Ruins of Carthage 

1807 

oil on canvas, 51 by 39 inches (129.5 by 96.5 cm.) 
signed in monogram and dated: “P.N.B. AN 1807” 


PROVENANCE 
David Johnston, Mayor of Bordeaux, Chateau de Lafon, Bordeaux 
(acquired from the artist) 
private collection, Chateau de Lafon, bought with contents of the 
Chateau (1825-30) 
thence by descent 
acquired by Dr. and Mrs. Richard W. Levy, New Orleans, 1986 


LITERATURE 
O. le Bihan, “Eloge de Bergeret par Pierre Lacour,” Société 
Archéologique de Bordeaux, 75 (1984), pp. 155-6, n. 49 (ill. fig. 7) 
H.B. Weinberg, The Lure of Paris. Nineteenth-Century American Painters 
and their French Teachers, New York, 1991, p. 33 (ill. fig. 30) 


Pierre-Nolasque Bergeret (1782-1863) was born in Bordeaux, where 
he studied painting with the academic artist Pierre Lacour the 
elder. In the late 1790s, Bergeret moved to Paris to study with 
Francois-André Vincent and in 1801 entered the studio of Jacques- 
Louis David. There he met and befriended Ingres, an experience 
which was to condition his lifelong adherence to the precepts 
of classicism. 

Bergeret exhibited at the Salon between 1806 and 1837. His 
first entry, The Funeral of Raphael (1806), was bought by Napoleon for 
Malmaison. This was followed by numerous state commissions, 
including the design of the bas-reliefs for the column in the Place 
Vendome (1806-11), and a series of watercolors for the Dépot de la 
guerre. Bergeret is also known as one of the first and most prolific 
French lithographers. 

The theme of the painting derives from Plutarch’s Life of 
Caius Marius, the great Roman general. Having been forced to flee 
Rome by his enemy Sulla, Marius was taken prisoner at Minturnae 
where he narrowly escaped assassination. He then sought refuge 
in Carthage, but the Roman governor sent an officer to meet him, 
who said: 


“Sextillus the governor forbids thee, Marius, to set foot in Africa; 
and if thou disobeyist, he...will treat thee as an enemy of Rome.” 
When he heard this, Marius was rendered speechless by grief 


and indignation, and for a long time kept quiet...Then, when 
asked by him what he had to say...he answered with a deep 
groan: “Tell him, then, that thou hast seen Caius Marius a 
fugitive, seated amid the ruins of Carthage.” And it was not 
inaptly that he compared the fate of that city with his own 
reversal of fortune. (Plutarch, Lives, trans. B. Perrin, London, 


1920, IX, p. 577) 


Pierre Lacour, Bergeret’s first master, singled out Marius Medi- 
tating on the Ruins of Carthage for particular praise in a speech given at 
the Free School of Drawing in Bordeaux in 1807, the year the 
painting was executed. He noted the appropriateness of the setting, 
archaeological accuracy of the costumes, and especially the roman- 
tic terribilita of the figure’s expression: 


In looking at him, one remembers this cruel and sanguine 
general, who had the most illustrious Roman senators slaugh- 
tered. His appearance is ferocious and his expression terrible. 
This is the same Marius who, having taken refuge at Minturnae, 
prevented the Cimbrian from murdering him with only his 
name, his boldness, and terrifying ferocity. (quoted in le Bihan, 


op. cit., p. 155) 


PIERRE-NOLASQUE BERGERET 


Erminia and the Shepherds 

circa 1818 

oil on canvas, 21-5/8 by 18-1/8 inches (55 by 46 cm.) 
signed, lower right: “Bergeret” 


Erminia and the Shepherds illustrates a famous episode from the 
beginning of the seventh canto of Jerusalem Delivered, the romantic 
epic poem of the first Crusade written by Torquato Tasso in 1575. 
Erminia, pagan princess of Antioch, loved the Christian knight 
Tancred, who was unable to return her love because of his passion 
for the warrior-maiden Clorinda. Believing Tancred to be wounded, 
Erminia disguised herself in Clorinda’s armour and set off to find 
him. On her wanderings in the countryside, she came upon an old 
shepherd and his family weaving baskets outside their hut in a 
woodland clearing, and assured them her arms posed no threat to 
their peaceful, secluded existence. As an evocation of the joys and 
virtues of the pastoral life, Erminia and the Shepherds had been a 
popular subject in French art since the early seventeenth century. 

Signed but undated, the present painting shows stylistic and 
thematic affinities with Bergeret’s work of 1817-22. The figure of 
Erminia relates to those seen in a series of small paintings illustrat- 
ing the lives of Medieval heroes executed by Bergeret for the Sévres 
Porcelain Manufactory in 1818, while the old shepherd closely 
compares with the figure to the left in Bergeret’s Henry IV on his 
Deathbed, shown at the Salons of 1822 and 1824 (Pau, Musée National 


du Chateau). 
x 
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Il 


RICHARD PARKES BONINGTON 


Henri IV’s Bedchamber at the Chateau de la Roche-Guyon 
circa 1825 
oil on millboard, 9 by 14 inches (23 by 35.5 cm.) 


PROVENANCE 
(possibly) Bonington sale, 1829, lot 56 or 167 (both bought by Colnaghi) 
(possibly) Lord Dover 
The Viscount Clifden (by descent; sale Christies, 6 May 1893, lot 1) 
Messrs. Wallis and Son, The French Gallery (sale Christie's, 18-19 
November 1898; bought Sampson) 
private collection, New York 


EXHIBITED 
New Haven, Yale Center for British Art, Richard Parkes Bonington, 
‘On the Pleasure of Painting; 13 November 1991 - 19 January 1992, no. 63; 
also traveled to Paris, Petit Palais, 5 March - 17 May 1992 


LITERATURE 
A. Daguerre de Hureaux, Bonington et son temps, Paris, 1992, p. 21 (ill. 
fig. 17) 


Richard Parkes Bonington (1802-1828), was born near Nottingham, 
and moved with his family to Calais at the age of fifteen. Except for 
brief journeys elsewhere, he spent his entire working life in France. 
After studying watercolor in Calais with Louis Francia, Bonington 
entered the atelier of Baron Gros at the Ecole des Beaux-Arts in Paris, 
remaining there for two years. He traveled in the Low Countries 
and in France, where he made drawings for lithographs in his 
Restes et Fragmens |sic] Architecture du Moyen Age and in Baron Taylor's 
Voyages Pittoresques et Romantiques dans lAncienne France, both of 
which appeared in 1824. In the following year, Bonington visited 
London, and subsequently exhibited at the Royal Academy and the 
British Institution. While in England, he met Delacroix, and to- 
gether the two returned to Paris where they shared a studio for a 
short time. Through Delacroix Bonington met Baron Rivet, with 
whom he traveled in Italy in 1826. On this trip, Bonington con- 
tracted tuberculosis, and by the summer of 1828 was declining 
rapidly. He died in London the following September, just before 
his 26th birthday. 

Bonington probably executed this oil sketch of Henri IV’s 
bedchamber during a visit to the Chateau de la Roche-Guyon in 
the fall of 1825 in preparation for an as yet untraced history 


fig A. Henri IVs Bedchamber at the 
Chateau de la Roche-Guyon 


graphite, 6 by 5-1/4 inches 
(15.2 by 13.3 cm.) 

dated, lower right: “1825” 
private collection, New York 
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painting. Henri IV had retired to the chateau in 1590, when he 
was much enamoured of the beautiful and virtuous Antoinette de 
Pons, Comtesse de la Roche-Guyon, and later Marquise de 
Guercheville (d. 1682). According to an anecdote well-known in 
Bonington’s time, she had fled the chateau before the king’s arri- 
val to avoid compromising her virtue. Pentimenti in the area of 
the window of this sketch show that Bonington planned to in- 
clude the figure of Henri here, but whether he was meant to be 
shown pondering affairs of state or suffering from unrequited 
passion, is not known. However, as Patrick Noon, author of the 
recent definitive catalogue on Bonington, has pointed out, the 
prominence of the bed would suggest that a reference to the 
king’s amorous adventures was likely intended by the artist. 

The related drawing (figure A) shows the same interior and 
furnishings as Bonington’s oil sketch, but from a different view- 
point. Individual graphite studies of the bed and chair are pre- 
served in the British Museum. 
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RICHARD PARKES BONINGTON 


Quentin Durward and the Disguised Louis XI 
(from Sir Walter Scott, Quentin Durward) 
1825 or 1826 

pencil and watercolor on paper, 

5-3/4 by 4-1/4 inches (14.6 by 10.8 cm.) 


signed and dated, lower left: “RPB 1825 [or 61” 


PROVENANCE 
Lewis Brown (probably 1831; sale London, Christie’s, 28 May 1835, 
lot 48, sold for 6 gns.) 
Sir Thomas Allnutt 
thence by descent 
private collection, New York 


LITERATURE 
A. Dubuisson and C.E. Hughes, Richard Parkes Bonington, London, 
1924 
D. Cooper, “Bonington and Quentin Durward,” The Burlington Magazine 
88 (May 1946) p. 116 


EXHIBITED 
New Haven, Yale Center for British Art, Richard Parkes Bonington, 
‘On the Pleasure of Painting,’ 13 November 1991-19 January 1992, no. 60 
(ill. p. 163); traveled to Paris, Petit Palais, 5 March-17 May, 1992 


In 1826 an annotated edition of Sir Walter Scott’s Waverley Novels 
was issued in a 48 volume set, with frontispieces and title page 
illustrations provided by Bonington, Wilkie, Landseer and others. 
The scene depicted by Bonington in this watercolor is an episode 
from chapter I of the novel Quentin Durward, which was engraved 
by Edward Goodall in 1831 as the frontispiece to volume 31 of the 
set. Noon has noted that the dress of the figures closely follows 
Scott’s elaborate descriptions, and that the King’s physiognomy 
is based on an engraved portrait in Montfaucon’s Monuments de 
la monarchie francaise (IV, pl. 62). Preserved in an album very early in 
its history, the watercolor is a rare surviving example of the rich- 
ness and intensity of Bonington’s palette in this medium. 
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JACQUES-LOUIS DAVID 


Antiochus and Stratonice 


1774 


oil on canvas, 17 by 20-7/8 inches (43.2 by 53 cm.) 


PROVENANCE 


(possibly) Sedaine Collection 

(possibly) Mme. Moitte (sale 20-21 August 1807, lot 1) 

P.-A. Chéramy (sale Galerie Georges Petit, Paris, 5 - 7 May 1908, 
lot 46) 

Comtesse Joachim Murat, great-great-granddaughter of the artist 
(by 1913) 

Renée Bianchi, sister of Comtesse Joachim Murat (by bequest) 
private collection, Paris (by descent) 

private collection 


EXHIBITED 


Paris, Palais des Beaux-Arts (now the Petit Palais), David et ses éléeves, 


1913, NO. 7 
Cambridge, Massachusetts, Fogg Art Museum, 1989-1990 


LITERATURE 


C. Saunier, “La Mort de Seneque par Louis David,” Gazette des Beaux- 
Arts, 33 (March, 1905) p. 233 

L. Rouart, “La collection de M. Chéramy,” Les Arts, 64 (April, 1907) 

p. 17 (ill. p. 16) 

J. Meier-Greef and E. Klossowski, La collection Chéramy, Munich, 1908, 
no. 74 (ill.) 

J. Locquin, La Peinture d'Histoire en France de 1747 a 1785, 1912, p- 218, n.5 
R. Cantinelli, Jacques-Louis David 1748-1825, Paris and Brussels, 1930, 
p- 100, no. 12 

P. Cottin, ed., Journal inédite de Madame Moitte, Paris, 1932, p.10, Nn. 2; 

Pp. 15, 1.1 

K. Holma, David: Son Evolution et son Style, Paris, 1940, p.24; p. 125, 

no. 12 

W. Friedlaender, David to Delacroix, Robert Goldwater, trans. 
Cambridge, Massachusetts, 1952, p. 13 

L. Hautecoeur, Louis David, Paris, 1954, p. 30, n. 43 

Autour de Néoclassicism, exh. cat., Paris, Galerie Cailleux, 1973, 

under no. 3 

A. Brookner, Jacques-Louis David, London, 1980, pp. 42, 44 (ill. fig. 12) 
Oeuvres de Jeunesse de Watteau a Ingres, exh. cat., Paris, Galerie Cailleux, 
1985, under no. 7 

Les Etapes de la Création: Esquisses et dessins de Boucher a Isabey, exh. cat., 
Paris, Galerie Cailleux, 1989, under no. 35 

Jacques-Louis-David 1748-1825, exh. cat., Paris, Musée du Louvre and 
the Musée du chateau, Versailles, 1989-1990, under no. 10, p. 54, 
(ill. fig. 25) 
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Jacques-Louis David (1748-1825), the greatest exponent of Neo- 
classical painting in France, trained in the atelier of Joseph-Marie 
Vien, and in 1774 won the Prix de Rome with his Antiochus and 
Stratonice (see below). He remained in Rome from 1775 until 1780, 
and immersed himself in the study of ancient art, from which he 
developed a stern, heroic style based on his perceptions of the 
moral and aesthetic values of that era. The Oath of the Horatii (Paris, 
Louvre; 1784-87) epitomizes this new style, and in its appeal to 
patriotic virtues marks the beginning of David's participation in 
French politics. During the Revolution, David became a friend of 
Robespierre and a member of the extremist Jacobin club. As artistic 
director of the Revolutionary régime, he devoted his art to the new 
republic, commemorating many of its important events. After the 
fall of Robespierre in 1794, David was twice imprisoned in the 
Luxembourg Palace and narrowly escaped death. Several years 
later, he met Napoleon, and became an ardent Bonapartist. In the 
early years of the nineteenth century, David painted large pictures 
glorifying the Emperor and his régime. Upon the restoration of the 
monarchy in 1815, David went into exile in Brussels, where he died 
in 1825. 

The present picture is David’s preparatory oil sketch for 
the painting now in the Ecole des Beaux-Arts, Paris, for which 
he was awarded the Prix de Rome in August, 1774. Strange, erotic, 
and quasi-incestuous, the subject of Antiochus and Stratonice had 
enormous appeal to romantic sensibilities, and inspired many 
operas and pictures in the late eighteenth and early nineteenth 
centuries. Plutarch (43:38) recounts how Antiochus, son of King 
Seleucus, fell secretly in love with his stepmother, Stratonice, 
and began starving himself to death in despair. When the court 
physician, Erasistratus, examined him, he quickly surmised the 
cause of the young man’s suffering and informed King Seleucus, 
who charitably abdicated both his throne and his wife to his son. 
Set in a richly appointed royal bedchamber, our scene shows the 
bedridden Antiochus gazing mournfully at Stratonice, toward 
whom Erastistratus vehemently points as the source of the young 
man’s malady. In its soft, painterly handling, fresh colors, and 
abundance of details and figures, the picture still owes much to 
the eighteenth century rococo style of Boucher and Fragonard. 
Within a decade, David would evolve the strict, restrained neo- 
classical mode of his later years. 
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The early history of the painting cannot be securely traced. 
A sketch for Antiochus and Stratonice was offered at the sale of one 
Mme. Moitte in 1807 (see provenance above), while another is 
known to have been offered by David to the sister of his godfather, 
Michel Sedaine, with whom David was living in Paris in the early 
1770s. It is not clear whether the present work belonged to the 
Sedaines or to Mme. Moitte, but a second esquisse has in any case 
not yet come to light. 


PAI 


JACQUES-LOUIS DAVID 


A Roman Chair 

circa 1775-80 

black chalk on paper, 5-1/2 by g inches (14 by 22.9 cm.) 
inscribed in ink with the initials of the artist’s sons, 
Jules and Eugéne David (L. 1437 and L. 839), lower right 


PROVENANCE 
David Sale, Paris, April 17, 1826, included in lot 66 
David Sale, Paris, 1835, Album 10 
A. Chassagnolle (uncle of Jules David) 
Marquise de Ludre (great-grandaughter of the artist) 
Marquise de Lau d’Allemans 
Mme. de Chaumont-Quitry 
Malcolm Forbes Collection, New York 


EXHIBITED 
New York, Jacques Seligmann & Co., Inc., Master Drawings, 1961, 
no. 15. 


During his first Roman sojourn (1775-80), David made many draw- 
ings after antique works of art and furniture, including beds, 
footstools and chairs. These studies not only helped shape his 
new style allantica, but also ensured archaeological accuracy in 
the settings of his paintings, many of which represent scenes from 
ancient history. The present drawing is one of several studies 
which David made of Roman chairs, such as those now preserved 
in the Victoria and Albert Museum in London (inv.no. 4748-1960) 
and in the Elvehjem Museum in Madison, Wisconsin (inv. no. 
1972.12). A chair nearly identical to the one pictured in our sheet 
reappears in David’s compositional study for the Lictors Carrying 
the Bodies of the Sons of Brutus of 1787 (Malibu, J. Paul Getty Museum, 
inv. no. 84 GA.8); however, the precise and delicate handling seen 
in our sheet would suggest a dating between 1775-80, the period 
of David’s most intense study of antique art. 
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JACQUES-LOUIS DAVID 


Portrait of a Young Man 


1793 
oil on canvas, 29 by 23-1/4 inches (73.4 by 59 cm.) 
signed, center left: “L David f. / 1793” 


PROVENANCE 
Bertrand Py, Aix en Provence (until 1952) 
private collection, Paris 


EXHIBITED 
Paris, LU Orangerie, Le Cabinet de Amateur organisé par la Société des Amis 
du Louvre en souvenir de Monsieur A.-S. Henraux son Président 1932-1953, 
1956, no. 31 
Paris, Grand Palais, De David a Delacroix: la peinture francaise de 1774 a 
1830, 16 November 1974 - 3 February 1975, no. 35 
Avignon, Musée Calvet, La Mort de Bara. De l!événement au myth. 
Autour du Tableau de Jacques-Louis David, 1989, no. 37 


LITERATURE 
A. Schnapper, David, Fribourg 1980, p. 130 (ill. fig. 73) 
A. Schnapper, Jacques-Louis David 1748 - 1825, exh. cat., Paris, Musée 


du Louvre and Versailles, Musée national du chateau 1989-90, p. 17 
(ill. fig. 2) 


Signed and dated 1793, the Portrait ofa Young Man is the only known 
non-political picture painted by David in the tumultuous years 
between his election to the Convention in 1792 and the fall of 
Robespierre in July, 1794. In its fluid, sketch-like handling and 
brownish monochromatic palette enlivened by a few touches 
of pink, the picture relates to The Death of Barra of 1794 (Avignon, 
Musée Calvet) and several of the portrait studies in oil which 
David made in connection with the Oath of the Tennis Court between 
1791-92, such as the Head of Prieur de la Marne (Besancon, Musée 
des Beaux-Arts). 

The picture may also be compared to two other portraits of 
the early 1790s, both of which were left unfinished by the artist: 
Mme. Trudaine (Paris, Louvre) and especially Mme. de Pastoret (Chicago, 
The Art Institute), which show a similar casualness and spontane- 
ity of posture and sharp sense of psychological presence. Despite 
its abbreviated suggestion of form, the presence of a signature 
and date on our portrait would indicate that the artist had fin- 
ished it to his satisfaction. Antoine Schnapper has suggested that 
the young man depicted in this informal and intimate portrait 
was likely a close acquaintance of David's, perhaps even a pupil 
(Schnapper, op. cit., 1980). 
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JACQUES-LOUIS DAVID 


Cupid and Psyche 

1813 

pen and black, gray and sepia inks with 
white gouache over black chalk 

6-1/2 by 8-3/4 inches (16.5 by 22.2 cm.) 
signed and dated, lower right: “L. David 1813” 


PROVENANCE 
Louis Nicolas Philippe Auguste, Comte de Forbin (gift of the artist) 
private collection, Paris 
Eugene Thaw, New York 
Ed Hill, El Paso, Texas 
Elizabeth Eddy, Ohio 


EXHIBITED 
London, Heim Gallery, Exhibition of French Drawings: Neo-Classicism, 
1975, ho. 26 
London, Artemis Group, The Classical Ideal: Athens to Picasso, 1979, 
no. 25 
Geneva, Musée de Carouge, Regard sur Amour et Psyche a lage néo- 
classique, 16 March - 1 May 1994, no. 28; to Zurich, Kunsthaus, 
19 May - 17 July 1994 


LITERATURE 
J. L. Jules David, Le peintre Louis David, 1748-1825. Souvenirs et documents 
inédits, Paris, 1880, p. 663 
L. Hautecoeur, Louis David, Paris, 1954, p. 268 
A. Sérullaz et. al., The Age of Neo-Classicism, exh. cat., London, The 
Royal Academy and the Victoria and Albert Museum,-9 September - 
19 November 1972, under no. 71, p. 48 
A. Schnapper, David, New York, 1982, pp. 294-95 
D. Johnson, “Desire Demythologized: Lamour quittant Psyche,” 
Art History 9/4 (December 1986) pp. 455, 467, n. 32 
A. Schnapper, et. al., Jacques-Louis David 1748-1825, exh. cat., Paris, 
Louvre and Museum of Versailles, 26 October 1989 -12 February 
1990, p. 518 (ill. fig. 148) 


This highly finished sheet is a compositional study for the Cupid 
and Psyche, a painting commissioned to David in 1813 by his 
friend and great admirer, Count Sommariva. Although the draw- 
ing was executed in Paris in that year, the painting was not 
completed until 1816, during David's exile in Brussels (Cleveland, 
The Cleveland Museum of Art). Three slightly earlier, less detailed 
graphite sketches for the composition are preserved in the 
Louvre (Cabinet des Dessins, Inv. R.F. 6071, folios 47 verso; 48 recto 
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ig B. Cupid and Psyche, 1817 


Cleveland Museum of Art 
Purchase, Leonard C. Hannah 
Jr. Bequest 
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and verso). These show the artist experimenting with Cupid’s 
pose, presenting him either leaning over the sleeping Psyche or 
seated beside her, as he appears in our drawing. 

Although very close to the final painting, our drawing shows 
slight differences in the arrangement of the drapery behind the 
figures and in the decoration of the bed. Most interesting are the 
changes in the conception of Cupid. In the drawing, he is shown 
in a realistic vein—wingless, totally nude, and with somewhat 
bestial features. In the later painting, Cupid’s face is more ide- 
alized, and he is depicted with greater decorum, as winged and 
modestly covered. 

The subject is taken from Ovid’s Metamorphoses. Cupid, god 
of love, fell in love with Psyche, a maiden so beautiful that she 
incited even Venus’ jealousy. Cupid had her brought to his pa- 
lace, where he visited her only at night while she slept, having 
forbidden her ever to set eyes on him. In the present drawing, 
Cupid is shown taking his leave of Psyche after a night of love, 
as dawn breaks in the morning landscape revealed through the 
window behind. 
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EUGENE DELACROIX 


Charles VI and Odette de Champdivers 

circa 1825 

oil on canvas, 14 by 10-3/4 inches (35.6 by 27.3 cm.) 
signed, upper left: “E. Delacroix” 


PROVENANCE 


Duval-le-Camus, Paris (sale Paris, Maitre Petit, 17-18 April 1827, lot 38; 
sold 110 francs) 

Frédéric Leblond (by 1832) 

Dumas-Descombes (by 1885) 

M. Bouriel (by descent) 

La Comtesse Theobal de Vigneral, Paris (by 1963) 

private collection, Paris 


EXHIBITED 


Paris, Musée Colbert, Explication des ouvrages de peinture...exposés a la 
galerie du Musée Colbert, le 6 mai 1832, par MM. les artistes, au profit des 
indigents..de Paris, atteints de la maladie épidémique, 1832, no. 144 (lent by 
Monsieur Leblond) 

Paris, Ecole Nationale des Beaux-Arts, Exposition Eugene Delacroix au 
profit de la souscription destinée a élever a Paris un monument a sa mémoire, 
6 March - 15 April 1885, no. 73 

Edinburgh, Royal Scottish Academy and London, Royal Academy 
of Arts, Delacroix, 15 August - 13 September; 1 October - 8 November 
1964, no. IT 

Bourg-en-Bresse, Musée de I'Ain, Le Style Troubadour, 26 June - 

4 October 1971, no. 15 
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fig C. The Duc d'Orleans Unveiling his 
Lover to the Duc de Burgundy, 
circa 1825 


Madrid, Fundacion Coleccion 
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Ferdinand-Victor-Eugéne Delacroix (1798-1863), the great French 
Romantic painter, was a pupil of Pierre-Narcisse Guerin. He also 
studied Rubens and Veronese, and greatly admired his contempo- 
raries Gros and especially Géricault, who surely influenced his 
rejection of the classicizing style and subject matter which still 
dominated French painting in the first decades of the nineteenth 
century. Delacroix’s first Salon entry, The Bark of Dante (1822; Paris, 
Louvre) established him as a leader of the Romantic movement, 
and he became Ingres’ great rival in the debate between Classicism 
and Romanticism. In 1825 Delacroix visited England, where he be- 
friended Bonington and became interested in English literature, 
especially the works of Shakespeare, Byron and Scott. A journey 
to Morocco in 1832 enriched his palette and inspired many exotic, 
non-traditional subjects in his work, including animals and scenes 
of Arab and Jewish life. From the mid’thirties, Delacroix was 
enormously successful, and received many official commissions 
for large-scale decorations, such as the ceiling of the Salon d’Apollon 
in the Louvre (1849). A legend in his own time, he cultivated few 
friendships, save for those with Chopin and George Sand. 

Charles VI and Odette de Champdivers is one of a number of 
small-scale, richly detailed, and brilliantly colored history paint- 
ings made by Delacroix in the 1820s. Lee Johnson places the pic- 
ture soon after Delacroix’s return to Paris from London in August 
of 1825. At this time, he was sharing a studio with Bonington, 
whose work of this same moment shows a similar fascination with 
personal events in the lives of the great (cat. 3). 

Charles VI (1368-1422) was the unhappiest of French kings, 
his country having suffered appalling losses during the war with 
England and his own mind disturbed by violent and uncontrolla- 
ble fantasies. Odette de Champdivers became Charles’ mistress 
early in the fifteenth century, by which time he was virtually 
separated from his wife, Isabeau of Bavaria, whose public infideli- 
ties had caused him much distress. Devoted to the King, Odette 
bore him a daughter, and came to be popularly known as “la petite 
reine.” In the present painting, the anguished king reaches for 
his sword while attendants attempt to stop him. His mistress 
holds his hand, and seems to calmly admonish him. Johnson 
has noted that a play by Delaville entitled Charles VI opened in 
Paris in March of 1826, just after he believes the picture to have 
been executed. 
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Our painting is identical in size and similar in style to 
Delacroix’s The Duc dOrléans Unveiling his Lover to the Duc de Burgundy 
(Madrid, Fundacion Coleccion Thyssen-Bornemisza; fig. C). Datable 
to the same time, the two pictures are also related in subject, and 
it has been suggested that Delacroix originally conceived of them 
as a pair. Although Charles and Louis were brothers, they were 
very different personalities. While Charles was shy, retiring, and 
tended toward monogamy, Louis was aggressive, outgoing, and a 
sexual libertine. Together, the two pictures would present a con- 
trast between a tormented man turning to the woman he loves 
for help, and a malicious cad, who vulgarly exposes his naked 
mistress to her own husband. Although Delacroix himself never 
married, it is clear from his journal and the reminiscences of others 
that he had numerous passionate affairs, and one wonders how 
the pictures might reflect his own attitudes toward women. 
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EUGENE DELACROIX 
Head of an Old Woman (RP. Bonington’s Housekeeper) 


circa 1826 
oil on canvas, 16 by 12-3/4 inches ( 40.5 x 32.3 cm.) 
bears the artist’s cachet de vente seal on the stretcher 


PROVENANCE 


Vente Delacroix, Hotel Drouot, Paris, February 1864, lot 73 (to Haro 
for 830FF) 

Sale, Haro, 30 May 1892, lot 79 (to P.A. Cheramy before the public 
sale for about 6,000FF) 

Sale Cheramy, 5 May 1908, lot 171 (to Haro for 17,000FF) 

Mme. Albert Esnault-Pelterie, Paris (by 1910) 

Mme. Jacques Meunié (née Popelin, granddaughter of the above) 
acquired by a private collector, 1992 


EXHIBITED 


Paris, Palais de Ecole des Beaux-Arts, Exposition universelle: Ouvrages 
de Peinture... des Artistes vivants, étrangers et francais, 1855, no. 2940 
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Philadelphia, Philadelphia Museum of Art (on loan 1937-1968) 
Paris, Petit Palais, Richard Parkes Bonington, ‘On the Pleasure of Painting,’ 
5 March - 17 May 1992 (ex-catalogue) 
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ENGRAVED 
F. Villot woodcut, c.1843 
E. Saint-Marcel etching 
A. Robaut lithograph, 1872 
A. Sirouy lithograph 
Marcel Roux etching, 1911 


According to Johnson, the present picture is almost certainly the 
Téte détude d'une vieille femme which Delacroix submitted to the 
Salon of 1827 along with 11 other pictures, including his Death of 
Sardanapalus now in the Louvre. Moreau-Nélaton identified the 
sitter as Delacroix’s aunt, Mme. Bornot, while Burty suggested that 
Richard Parkes Bonington’s elderly housekeeper may have served 
as the model. Noon has recently confirmed this, pointing to the 
precise physiognomic similarities between the old woman de 
picted here and representations of Bonington’s housekeeper found 
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in several other works by Bonington of around the same time, 
such as Invitation to Tea (ca. 1826; private collection) and The Use of 
Tears (ca. 1827; Museum of Fine Arts, Boston). 

Almost nothing is known about Bonington’s housekeeper 
except that she was elderly, and that Bonington gave her an oil 
study inspired by Rembrandt's etching, Christ Preaching. Numerous 
critics have drawn attention to the pronounced Rembrandtesque 
character of the picture, evident not only in the bold impasto, but 
also in its subtle and sympathetic portrayal of old age. Indeed, 
Johnson has noted that in the months preceding the Salon of 1827, 
there seems to have been considerable interest in Rembrandt 
within Delacroix’s circle, evidenced in part by the copies after 
Rembrandt which Delacroix’s close friend, Hippolyte Poterlet, 
was then sending back to Paris from Holland. 
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II. 


FRANCOIS-XAVIER FABRE 
Male Nude 


circa 1789 
oil on canvas, 59 by 74-13/16 inches (150 by 190 cm.) 


PROVENANCE 
private collection, Paris 


LITERATURE 
This painting will be included in Laure Pellicer’s forthcoming 
catalogue raisonné of Fabre’s work. 


Francois-Xavier Fabre (1766-1837) first trained under Coustou in 
his native Montpellier. His artistic promise was such that Vien 
recommended him to David, and in 1783 he joined the latter's atelier 
in Paris. In 1787, Fabre became the second of David's pupils to 
win the Prix de Rome, and moved there in December of that year. 
Uncomfortable in the politically dangerous atmosphere of that city, 
Fabre took refuge in Florence in 1793. There he began to paint 
portraits of visiting foreign aristocrats. He also became a close 
friend of the poet Count Vittorio Alfieri and his mistress, the 
Countess of Albany, who commissioned a number of history 
paintings and portraits from him. After Alfieri’s death, Fabre mar- 
tied the Countess, who later bequeathed to him her vast and 
extraordinary collection of art. After the Countess’ death in 1824, 
Fabre returned to his native Montpellier, and in the following 
year donated his art collection to the city. The Musée Fabre was 
established in 1826 to house the collection. 

Laure Pellicer, who has confirmed Fabre’s authorship of this 
painting, believes it dates from the artist’s time at the Académie 
Francaise in Rome, probably around 1789. She has also pointed 
out that the closest stylistic analogy within Fabre’s wuure is the 
St. Sebastian in the Musée Fabre, Montpellier, with which it shares 
the same manner of stylizing the figure’s anatomy, morphology 
of drapery folds, and sharply-detailed realism in the depiction 
of the foliage. Another clearly related work is a small oil sketch 
of St. Sebastian (private collection, Montpellier). Although the pose 
of the figure and compositional format are quite similar in both, 
the sketch does not appear to be preparatory to the present 
painting. 


33 
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12. 


FRANCOIS-XAVIER FABRE 


Portrait of Marquis Don Luigi Grimaldi Leaning on the Tomb of his Fiancée 
Fanny Grimaldi 

and 

Posthumous Portrait of the Marquise Fanny Grimaldi as She Rejoins 

her First Husband, the Marquis Giovanni Battista Grimaldi, in his Tomb 
1804 

each, oil on canvas, 31-1/2 by 19-3/4 inches (80 by 50 cm.) 

portrait of the Marquise signed and dated: “F.X.F. f./1804” 

portrait of the Marquis signed and dated: “F.X.F. 1804” 


portrait of the Marquis inscribed on the verso of the canvas: 
Prince de Santa-Cruce / sur la tomba / de sa fiancée / Fanny marquise de 
Gri...aldi di / desta P... / Bia...la / de...le 6 Fevrier 1804 a l'age de 23 ans 


portrait of the Marquise inscribed on the verso of the canvas: 

Joanni. Baptistae. Grimaldo. Genuensi / Marchioni. a. Petri / Generis. 
Nobilitate Conspicuo / Ingenio. Praeclaro / Suavitate. Morum. 
Incomparabili / Qui/Du...rest...vum. aetatis. annum. ageret / Lat...a 
Paris...Diem. Supremum. obiit / Pridie. Roma. Februarii. an. R.S.M DCCC 
1 / Fanny. Biirkenwald. Grimaldi / viro. Optimo / Cantra. 

Votum / Superstes / M.P. (sic); with the Grimaldi arms 


PROVENANCE 
Don Luigi Grimaldi 
private collection, Germany 


LITERATURE 
L. Pellicer, Le peintre Francois-Xavier Fabre 1766-1837, unpublished 
doctoral dissertation, University of Paris IV Sorbonne, 1982, III, 
p. 891 (portrait of the Marquise only, as lost) 
L. Pellicer, Francois-Xavier Fabre, exh. cat., Spoleto, 1988, p. 11 (portrait 
of the Marquise only, as lost) 
The portraits will be included in Dr. Laure Pellicer’s forthcoming 
catalogue raisonné of Fabre’s work. 


ENGRAVED 
Portrait of the Marquise, by Pietro Bettilini in 1806 after drawings 
by Ermini for the Marquis Luigi Grimaldi 
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This recently discovered pair of portraits of the Marquis Don Luigi 
Grimaldi and the Marquise Fanny Grimaldi are among the most 
quintessentially romantic works of the early nineteenth century, 
both for their manifest content and the circumstances surround- 
ing their commission. Giovanni Battista Grimaldi, elder brother 
of Don Luigi Grimaldi and husband of Fanny Grimaldi, died in 
Paris on 4 February 1803, leaving to his brother the responsibility 
of looking after his pretty young bride of only five months. Don 
Luigi and his sister-in-law soon became engaged, but she fell 
fatally ill and died on 6 February 1804, almost one year to the 
day after her husband. Of these tragic events the Comtesse 
d’ Albany wrote to a friend in Vienna: “je vois tous les jours mourir 
des jeunes personnes qui ne demanderaient qu’a vivre” (L. Pélissier, 
Lettres inédits de la Comtesse d’Albany a ses amis de Vienne, Deuxiéme 
série 1802-1809, Toulouse, 1912, p. 125). 

After his fiancée’s death, Don Luigi, an amateur musical 
composer who was also well-known in Florentine literary circles, 
commissioned Fabre to paint her posthumous portrait, in which 
she appears standing between life and death, drawn to the tomb 
of her husband while a hovering figure of Cupid implores her to 
return. Lost to notice until very recently, the portrait of the 
Marquise was only known through an engraving by Bettilini of 
1806, which carries the inscription: “Cupidon conjugis ante diem 
rapti nova cura / Fanniam desiderio tabecsentem sollicitat” (sic). 
The portrait of the Marquis, which shows him leaning melancho- 
lically on his fiancée’s tomb, is also an important addition to 
Fabre’s oeuvre: until it surfaced with its pendant several months 
ago, its existence was unsuspected. 
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(before conservation) 
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BARON FRANCOIS-PASCAL-SIMON GERARD 
Belisarius Guided 


circa 1795 

pen, brown wash and white heightening with traces 
of chalk; laid down 

6-1/8 by 8 inches (15-1/2 by 20 cm.) 

stamp of the Gérard succession, lower right 


PROVENANCE 


private collection, France 


Baron Francois Gérard (1770-1837) spent his early childhood in 
Rome, and in 1780 moved with his family to France. There he 
studied with the sculptor J.B. Pajou and Nicolas-Guy Brenet be- 
fore entering David's studio in 1786. After a trip to Italy, he achieved 
a major critical success with his Blind Belisarius, shown at the Salon 
of 1795, and he also soon established his reputation as a portraitist. 
Gérard’s fame was assured when he began receiving official com- 
missions from Napoleon, both for history paintings and portraits 
of the Imperial family. During Napoleon’s reign, he was most 
prolific as a portraitist, and writers, diplomats, scholars and 
monarchs from all over Europe sat to him. Gérard continued to 
receive commissions for important history paintings during the 
Restoration, including The Entry of Henri IV into Paris of 1817 (see 
cat. no. 14). 

The present drawing is most likely related to Blind Belisarius, 
the painting exhibited by Gérard in the Salon of 1795. Formerly 
in the collection of the Duke of Leuchtenberg in Munich, the 
picture is now preserved in the Hermitage Museum in Leningrad. 

Belisarius was a famous general under the Byzantine Em- 
peror Justinian. At the height of his success, he was falsely ac- 
cused of conspiracy against the Emperor and imprisoned. He was 
later reduced — old, blind and unknown ~ to begging in the streets 
of Constantinople. The tragic story of Belisarius was immensely 
popular in the late eighteenth and early nineteenth centuries as 
an example of the vagaries of fortune and the ingratitude of the 
great; it was also depicted by Peyron and David, among others. 
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14. 


BARON FRANCOIS-PASCAL-SIMON GERARD 


The Entry of Henry IV into Paris, 22 March 1594 
November 1815 - April 1816 
oil on canvas, 24 by 52-3/4 inches (61 x 134 cm.) 


PROVENANCE 
Duchesse de Berry (gift of the artist; sale, Paris, Hotel Drouot, 
19 April 1865, lot 288, to the Comtesse de la Chatre) 


LITERATURE 
MS. letters of the artist, Archive Nationale O 1399 
R. Kaufman, “Francois Gérard’s ‘Entry of Henry IV into Paris’: The 
Iconography of Constitutional Monarchy,” The Burlington Magazine 
117 ((December, 1975), p. 794, 0. 7 


The subject depicted is Henri IV’s entry into Paris in March of 
1594, an event which marked the triumph of political compromise, 
the end of the Wars of Religion, and the establishment of the 
Bourbon dynasty. 

In the context of the post-Napoleonic Restoration, Henri IV’s 
entry into Paris became a potent symbol of the moderation and 
reconciliation promised by the new constitutional monarchy. Ac- 
cordingly, in November 1815, King Louis XVIII commissioned 
Gérard to depict this scene as a replacement for his own Battle of 
Austerlitz. Its significance was lost on no one, and the painting was 
an immediate success, exuberantly praised by artists, critics and 
the King himself. It was engraved by Paolo Toschi and inspired 
numerous treatments of the subject by other artists. 

The present picture is Gérard’s preliminary sketch for the 
full-scale painting exhibited at the Salon of 1817 and now in the 
Galerie des Batailles, Versailles. It is discussed in Gérard’s letter of 
2 April 1816 to the Comte de Pradel, Director General of the Maison 
du Roi, in which he states that though he did not usually avail 
himself of preliminary oil sketches, he had felt it necessary in this 
instance because of the importance of the subject. Pradel viewed 
the sketch and proposed that it be shown to the King, whereupon 
Gérard, in a letter of 12 April 1816, requested that he be present at 
the viewing, given that: 


“il s'agit d'une compostion trés importante dont les idées sont a 
peine indiquées je souhaiterai ardemment pour l’interét méme de 
Youvrage de pouvoir expliquer mes intentions, et recuellir les obser- 
vations que Sa Majesteé daigneroit faire.” (Kaufmann, op. cit.). 
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‘D. The Entry of Henry IV 
into Paris, 22 Marcn 1594 


1816-1817 
Musée national du chateau, 
Versailles 

© Photo R.M.N. 
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JEAN-LOUIS-ANDRE-THEODORE GERICAULT 
The Oath of Brutus after the Death of Lucretia 


circa 1816 
oil on canvas, 15-1/8 by 18-3/8 inches (38.4 by 46.5 cm.) 


PROVENANCE 
(possibly) posthumous sale of the artist, Paris, Hotel de Buillon, 
2-3 November 1824 (see L. Eitner “The Sale of Géricault’s studio in 
1824,” Gazette des Beaux Arts (February, 1959), p. 119, items 12 or 14.) 
(possibly) sale “M.G. ancien Pair de France,” Paris, Hotel Drouot, 
31 January - 1 February 1853, no. 5 (“La mort de Lucréce, esquisse”) 
(possibly) Maurel [?] collection (inscription in pencil on the frame) 
Dr. Gillon collection, Paris 
acquired by the Nelson-Atkins Museum of Art, Kansas City, 1992 


EXHIBITED 
Winterthur, Kunstmuseum Winterthur, Théodore Géricault, 
30 August - 8 November 1953, no. 13 (as “La Mort de Camille”) 


LITERATURE 
L. Eitner, “Géricault at Winterthur,” The Burlington Magazine XCV1 
(1954), p. 257 


P. Grunchec, Tout [oeuvre peint de Géricault, Paris, 1978, no. 26 (ill.); 
second ed. 1991, no. 26 (ill.) 

R. Ward and P. Fidler, The Nelson-Atkins Museum of Art: a Handbook of 
the Collection, New York, 1993, color ill. p. 43; ill: p. 199 


Théodore Géricault (1791-1824), one of the great Romantic painters 
of the nineteenth century, was a pupil of Carle Vernet, and in 1810 
entered the studio of Guérin. However, Guérin’s Neo-classical style 
held less appeal for the passionate young artist than the free, 
painterly manner of his contemporary, Gros, and he was also deeply 
attracted to the richly colored, dynamic work of Rubens and Titian. 
Equally important to Géricault was the classical authority of the 
Italian High Renaissance masters, examples of whose paintings he 
studied in the Louvre and on a journey to Italy in 1816. In 1819 
Géricault painted his most celebrated work, The Raft of the Medusa, 
a horrific shipwreck which caused a political scandal of the day. 
Between 1820-22, the artist was in England, where he made many 
scenes of horse racing and poverty in the London streets. Despite 
his early death, Géricault’s influence on the Romantic movement 
was profound, and his work was an important source of inspira- 
tion for the young Delacroix. 
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This powerful oil sketch depicts The Oath of Brutus after 
the Death of Lucretia, one of the most celebrated incidents in early 
Roman history. Lucretia, wife of the nobleman Collatinus, was 
ravished by the son of King Tarquinius Superbus. The dishon- 
ored Lucretia committed suicide, and Brutus, along with Collatinus 
and others, vowed to take revenge by murdering the family of 
the King and driving the Tarquins from power (Livy, Book I, LIX, 
1-2). In the center of the present composition, Brutus holds the 
suicide dagger in his upraised hand as he utters his vengeful oath, 
while his companions vow their loyalty with outstretched arms. At 
his feet lies the dead Lucretia, on whose lips Collatinus plants a 
parting kiss. 

Grunchec has suggested that the picture dates from Géricault’s 
earliest period, i.e., before 1812, but it is more likely to have been 
executed somewhat later, around the same time as a group of 
drawings of classical themes inspired by Michelangelo and the 
antique, which are dated by Eitner to circa 1816 (L. Eitner, 
Géricault: His Life and Work, Ithaca, 1983, p. 78ff.). The head of 
Lucretia is almost identical to that of the sleeping nymph in the 
Satyr and Nymph drawing of circa 1816 (Paris, private collection), 
while the rather pointed, idiosyncratic physiognomies of the male 
figures are quite similar to those in Géricault’s sheet represen- 
ting The Dying Paris (1816; formerly Winterthur, private collection). 

In 1816, Géricault entered the trials for the Prix de Rome. The 
subject chosen for the competition, Aeneas Stopped by Venus as He 
Attempts to Kill Helen, was, like that of the oil sketch, a dramatic 
classical theme requiring a multifigured composition. Although 
all traces of Géricault’s entry seem to have vanished, The Oath 
of Brutus — datable to the same year — may provide some clues as 
to the nature of its style. 
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JEAN-LOUIS-ANDRE-THEODORE GERICAULT 
Couple Entwined with a Nude Spectator 


circa 1817-1819 
oil on paper (?) laid on canvas, 8-7/8 by 1-3/4 inches 
(22.5 by 29.8 cm.) 


PROVENANCE 
Jean-Pierre Dantan jeune (1800-1869) 
Stair Sainty Matthiesen, New York, and Matthiesen Gallery, London 
private collection, New York 


LITERATURE 
C. Clement, Géricault, étude biographique et critique, 3rd ed., Paris, 1879, 


p. 309, no. 131 

L Eitner, “Couple Entwined with a Nude Specatator,” Fifty Paintings 1535- 
1825, exh. cat., London and New York, Matthiesen Gallery and Stair 
Sainty Matthiesen, 1993, pp. 198-207, no. 49 (color ill.) 


The recently rediscovered Couple Entwined with a Nude Spectator is one 
of the most important additions to Géricault’s known work in more 
than a decade, and a rare surviving example of the artist’s private 
erotic compositions, which disapproving friends and relatives 
successfully managed to suppress from public awareness through- 
out the entire nineteenth century. Highly personal and for the 
most part never intended for an audience, Géricault’s erotic sub- 
jects appear to have been confined to the years between 1815-19, 
the period which roughly coincides with that of the artist’s 
stormy and intense love affair with his young aunt, Alexandrine- 
Modeste Caruel. Clement, Géricault’s early biographer, recounts 
that the artist went to Italy in 1816 hoping to escape from the 
frustration and moral conflict which his passion for a close relative 
engendered (Clément, op. cit., p. 78). When Géricault returned to 
France the following year, however, he resumed and finally con- 
summated the affair, which ended disastrously in the summer 
of 1818 with the birth of a child. 

The present painting dates from this time of erotic fulfill- 
ment, profound personal crisis, and — not surprisingly — astound- 
ing creative energy in Géricault’s life, one which also witnessed the 
central achievement of his artistic career, The Raft of the Medusa 
(1818-19). The Couple Entwined with a Nude Spectator presents a noctur- 
nal assignation in a bedroom richly furnished in a style consistent 
with early nineteenth-century neo-classical taste. On a wide bed 
framed by heavy draperies, lies a partly nude, dark-haired young 
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woman, who watches the lovemaking of a man and blond woman 
beside her. Although this representation of sexual fulfillment surely 
speaks in a general way to circumstances in the artist’s private life, one 
wonders if it can be construed more specifically as a personal erotic 
fantasy, a contemporary scandalous event, or perhaps as referring to 
an actual situation in which Géricault participated. It is worth noting 
in this context that the shapely woman on the bed who witnesses 
the lovemaking reappears in several of Géricault’s drawings of this 
time (Paris, Ecole des Beaux-Arts inv. nos. 34717, 34726; Bayonne, Musée 
Bonnat, inv. no. 740). Although taken from the live model and apparent- 
ly done for Géricault’s own pleasure, the drawings are unlikely to depict 
Alexandrine-Modeste, whose age and appearance as represented else- 
where by the artist are clearly different. Her identity, like the underlying 
meaning of the erotic encounter in the painting, remains a mystery. 
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17. 


ANNE-LOUIS GIRODET-TRIOSON 


Death of Pyrrhus 
circa 1790-93 
oil on paper, mounted on canvas, 10-1/4 by 15 inches (26 by 38 cm.) 


PROVENANCE 
Comte Charles Lepic, Paris 
private collection, New York 


EXHIBITED 
Paris, Petit Palais, Gros, ses amis, ses éléves, 1936, no. 7, (as Baron Gros) 
Paris, Atelier de Delacroix, Delacroix et les Maitres de la Couleur, 1952, 
no. 10 (as Baron Gros) 
Paris, Galerie Bernheim-Jeune, Gros, Gericault, Delacroix, 1954 
(as Baron Gros) 
Bordeaux, Musée des Beaux-Arts, Delacroix, ses maitres, ses éléves, 1963, 
no. 295 (as Baron Gros) 
New York, Shepherd Gallery, Ingres and Delacroix through Degas and 
Puvis de Chavannes; The Figure in French Art, 1800-1870, May-June 1975, 
no. 12, p. 27 (as Baron Gros) 
New Haven, Yale University Art Gallery, Gesture and Expression: 
The Language of Art in the Age of Revolution, 28 February - 30 April 1989 
(as Baron Gros) 


Anne-Louis Girodet-Trioson (1767-1824), arguably the most gifted 
of David's disciples and one of the greatest Romantic painters of 
his generation, entered the master’s studio in 1785, and four years 
later won the Prix de Rome. He arrived in Rome in 1790, and in the 
following year painted The Sleep of Endymion, which was an astound- 
ing success in both Rome and Paris where it was shown at the 
Salon of 1793. Due to political unrest in Rome resulting from the 
French Revolution, Girodet went to Naples and Venice before 
returning to Paris in 1795. A poet as well as a theorist, Girodet was 
drawn to literary themes, and made many illustrations for works 
by Racine, Virgil and Anacreon in particular. Much favored by 
Napoleon, Girodet received major official commissions during 
the Empire, among them the Revolt of Cairo of 1810, now in the Musée 
de Versailles (see catalogue number 21). In later years, the artist 
turned to subjects based on classical history and mythology, of 
which the most celebrated example is the Pygmalion and Galatea 
of 1819 (see catalogue numbers 23 and 24). However during this 
period, Girodet was often ill and painted little, devoting most of 
his time and diminishing energy to literary pursuits. He died at- 
tended by the abbé Foutrier following an unsuccessful operation 
for gangrene. 
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figE. The Death of Pyrrhus 


circa 1790-93 

black pencil on paper, 
7-1/8 by 10-1/2 inches 

(18 by 26.6 cm.) 

private collection, New York 
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This oil sketch and the related pencil drawing (figure E) 
were previously ascribed to Baron Gros. The correct attribution to 
Girodet, first suggested by Philippe Bordes, has met with complete 
acceptance by Girodet scholars. Datable to Girodet’s Roman years, 
1790-93, the two works depict the Death of Pyrrhus as described 
in Plutarch’s Life of Pyrrhus (XXXIV): 


But a certain Zopyrus, who was serving under Antigonus, and two or 
three others, ran up to him [Pyrrhus] and saw who he was, and 
dragged him into a doorway...And when Zopyrus drew an Illyrian 
short sword with which to cut off his head, Pyrrhus gave him a 
terrible look, so that Zopyrus was frightened; his hands trembled 
and yet he essayed the deed; but...his blow did not fall true...so that 
it was only slowly and with difficulty that he severed the head. 
(Plutarch, Lives, trans. B. Perrin, London, 1920, XXXIV, pp. 459-61) 
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18. 


ANNE-LOUIS GIRODEIT-TRIOSON 
Study for Racine’s Phaedra: Act IV, Scene 2 


circa 1801 
pencil on paper, 10-1/4 by 13-1/2 inches (26 by 34.3 cm.) 


PROVENANCE 
Antoine César Becquérel, Chatillon Coligny, Loiret (son of Général 
Becquérel, Girodet’s guardian) 
Henri Becquerel (by descent) 
Louise Lorieux (wife of the above) 
Pierre Deslandres (nephew of the above) 
thence by descent 


EXHIBITED 
Montargis, Musée de Montargis, Girodet, 1764-1824, 1967, no. 70 


LITERATURE 
C.M. Osborne, Pierre Didot the Elder and French Book Illustration, 1789- 
1822, New York, 1985, p. 236 
FJ. Cummings, “The Return of Orestes by Girodet,” unpublished 
MS, 1990, pp. 14-15 


In 1801, Didot published a large three-volume edition of the 
Oeuvres de Racine, one of the most important books of the early 
nineteenth century. For the illustrations to the text, Didot em- 
ployed Gérard, Prud’hon, Chaudet and Girodet. The present sheet 
is Girodet’s preliminary study for the illustration to Act IV, Scene 
2 of Phaedra, in which Oenone has just accused Hippolyte of his 
passion for Phaedra, and Theseus reproaches him, ordering him 
to leave his presence. The finished drawing, engraved by Chatillon 
to face page 471 in Volume II of the Oeuvres, was exhibited at the 
Paris Salon in 1804 (no. 50), and is now preserved in the Musée de 
Nantes. 

Girodet’s nude studies for the Racine illustrations are ex- 
tremely rare, and only three others are known: the Suicide of Phaedra 
in the Cabinet des Dessins, Louvre; Hermione and Oenone, in the 
Musée Bonnat, Bayonne, and the Return of Orestes in The Art Insti- 
tute, Chicago. In these sheets, the artist has studied the poses, 
gestures and anatomy of the figures before drawing them clothed, 
a practice utilized in the Renaissance and followed by Girodet’s 
master, David. However, that Girodet would depict the figures 
nude in preparation for a drawing only is quite exceptional for 
the time, and reflects the unusual importance he attached to 
drawing per se. He wrote: “It is an injustice for drawings to be 
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nothing but drawings while they demand the same composi- 
tion and nearly the same studies as a history painting” (letter, circa 
1806, quoted in P.A. Coupin, Oeuvres posthumes d’Anne-Louis Girodet- 
Trioson, peintre dhistoire, suivies par sa correspondance...Paris, 1829, II, 
p- 338). 

We are grateful to Paul Jeromack for having drawn our at- 
tention to the above-cited bibliographic references. 
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19. 


ANNE-LOUIS GIRODET-TRIOSON 


Portrait of Queen Hortense 
circa 1805 
oil on canvas, 24 by 19-11/16 inches (60.9 by 49.8 cm.) 


PROVENANCE 
Anne-Louis Girodet-Trioson 
Rosine Becquérel-Despréaux (niece and only heiress of the artist; 
before 1835) 
Edmond Filleul (by 1850) 
Peyriague collection (by descent) 


EXHIBITED 
Paris, Petit Palais, Gros, ses amis, ses éléves, 1936, no. 322 
Schloss Arenenberg, Kénigin Hortense Ausstellung, 1938, pp. 12-13 
(ill. fig. 21) 
Montargis, Musée de Montargis, Girodet (1764-1824), 1967, no. 35 (ill.) 


LITERATURE 
P.A. Coupin, Oeuvres posthumes de Girodet-T rioson, Peintre dhistoire, 
suivies de sa correspondance, précédée d'une notice historique, Paris, 1829, I, 
p. LXI 
Frond, Panthéon des illustrations francaises au X1Xe siécle comprenant un 
portrait, une biographie et un autographe de chacun des hommes les plus 
marquants, Paris, 1865, p. 2 
G. Bernier, Anne-Louis Girodet, 1767-1824, Paris, 1975, p. 207 (ill.) 
G. Levitine, Girodet-Trioson, An Iconographical Study, New York, 1978, 
p. 310 (ill. fig. 77) 


Hortense de Beauharnais (1783-1837) was the daughter of General 
Vicomte Alexandre de Beauharnais, guillotined during the Terror, 
and of Napoleon’s wife, Josephine. Since 1802, the beautiful Hortense 
had been unhappily married to the Emperors younger brother, 
Louis, an abusive and boorish man by whom she had three 
children, the youngest of which later became the President of 
France and then Emperor, as Napoleon II. She also had an il- 
legitimate son, the future Duc de Morny, by her lover the Comte de 
Flahault, himself the natural son of Marie-Antoinette’s admirer 
and saviour, Comte Fersen. In 1806, Louis was made king of the 
newly formed Kingdom of Holland, but soon after, he and Hortense 
separated. After the fall of Napoleon in 1814, Hortense received 
the title of Duchesse de Saint Leu from Louis XVIII at the request 
of Czar Alexander I, who had fallen in love with her. She later 
retired to the magnificent castle of Arenenberg on the shore of 
Lake Constance, the gift of her cousin, Stephanie, Grand Duchess 
of Baden. 
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Although Girodet wrote that a successful portrait must 
always be true, and at the same time flattering, he had no need to 
improve on the appearance of Hortense, whose beauty and charm 
are attested to in many other surviving contemporary portraits of 
her, and in the descriptions of those who knew her. Girodet has 
also captured a certain melancholy in her expression, not surpris- 
ing in view of the execution of her father and her unhappy 
marriage. Ironically, although she enjoyed a high position at 
the heart of the Empire, she did not find happiness until after 
Napoleon’s downfall, when she retired to Arenenberg. 
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20. 


ANNE-LOUIS GIRODET-TRIOSON 


Portrait of Laetitia Boyer, Marquise de la Grange 
circa 1808 
oil on canvas, 52 by 38-9/16 inches (132 by 98 cm.) 


PROVENANCE 
the sitter, thence by descent 
acquired by a private collector, 1986 


EXHIBITED 
Paris, Salon of 1810, no. 370 


LITERATURE 
Explication des ouvrages de peinture, sculpture et gravure, des artistes 
vivants, exposées au musée napoleon, le 5 novembre, 1810, Paris, 
1810, p. 46, no. 370 
P. A. Coupin, Oeuvres posthumes de Girodet Trioson..., Paris, 1829, 
If, Je awwil 


Laetitia Boyer was the sister of General Boyer and of Christine 
Boyer, wife of Lucien Bonaparte. She was married to one of 
Napoleon's generals, the Marquis de la Grange, one of the sons 
of Adelaide de la Grange (cat. no. 22). Although exhibited at the 
Salon of 1810, this portrait may have been paintedsome- 
what earlier, since an old copy exists bearing a date of 1808. 
The portrait was miscatalogued by Coupin as a work of 1812, 
the year for which he lists another portrait of 'a lady of the 
same family.’ 
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PALE 


ANNE-LOUIS GIRODET-TRIOSON 
Study of a Dead Soldier 


circa 1810 
charcoal heightened with pastel on paper, 8 by 15 inches 
(20.3 by 38.1 cm.) 


PROVENANCE 
Malcolm Forbes, New York 


This drawing was likely executed in connection with Girodet’s 
Revolt of Cairo of 1810 (Musée de Versailles), a picture which estab- 
lished him as one of the foremost military painters of the day. 
The manner of presenting the dead figure, in which the depiction 
of such unpleasant or grim details as blood or wounds is eschewed, 
reflects the artist’s classical attitude toward such matters, which 
is clearly expressed in his early writing: 
Without a stream of blood inundating his armor, I can understand 
that a warrior is mortally wounded. By his staggering body, by his 
dimmed glance. His shield, his sword, which have fallen from his 
hands, His pale face are sufficient to tell me, But without horrifying 
me, that this warrior is dying. (Veillées, II; quoted in Coupin, Oeuvres 
posthumes.., I, p. 379) 
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ANNE-LOUIS GIRODET-TRIOSON 
Portrait of Adelaide de la Grange 


1812 

black chalk and stump, 5-1/2 by 3-15/16 inches (14 by ro cm.) 
dated, lower right: “1812” 

inscribed on the verso, on the mount: “Esquisse par Girodet / 
Adelaide de la Grange / Baronne de Curnieu / + 5 Sept. 1820 LC.” 


PROVENANCE 
private collection, France 


Adelaide de la Grange, born Angelique-Adelaide de Meliand, mar- 
ried Francois-Joseph de la Grange (1726-1808), and bore him four 
sons, all of whom distinguished themselves in the Napoleonic 
campaigns before rallying to the cause of the Bourbon Restoration. 
A painted portrait of the Marquise de la Grange, shown three- 
quarters length and seated, recently passed through the London art 
market; dated 1809, it shows the Marquise holding a letter, likely 
written by her son Ange-Francois on the occasion of Napoleon’s 
victory over the Austrians at Wagram. Coupin lists a portrait of a 
lady from the la Grange family for the year 1812, and it is likely 
that our drawing - given its date - was related to this now-lost work 
(P.A. Coupin, Oeuvres posthumes de Girodet Trioson, I, p. 1xi.). 
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23. 


ANNE-LOUIS GIRODET-TRIOSON 


Galatea and Cupid 

1813 

black and white pencil on white paper, 
21-1/4 by 14-3/4 inches (54 by 37.5 cm.) 
signed and dated, lower left: “G T 1813” 


Signed and dated in 1813, this drawing is a preparatory study for 
the Pygmalion and Galatea of 1819 (see cat. no. 24). The sheet shows 
a youthful woman assuming the pose of the famous statue of 
the Medici Venus, which Girodet used for the figure of Galatea 
in the final painting. She is accompanied by Cupid, who regards 
the viewer playfully. Numerous figure studies for the picture are 
described in the catalogue of the posthumous sale of the con- 
tents of Girodet’s studio, and our drawing may be identifiable with 
“No. 126. Groupe d’aprés nature, au crayon noir et a l’estompe, sur 
papier blanc; Amour et Galathée” (Catalogue des tableaux, esquisses, 
dessins et croquis de M. Girodet-Trioson, peintre dhistoire par M. Perignon, 
u1 April 1825, p. 25). Only a small number of other highly finished 
life figure studies for the Pygmalion and Galatea are known; exam- 
ples are preserved in the Musée d’Orléans. 


ia 


75 


24. 


ANNE-LOUIS GIRODET-TRIOSON 


Galatea 
circa 1819 
oil on canvas, 18-1/8 by 15-1/8 inches (46 by 38.5 cm.) 


PROVENANCE 
Anne-Louis Girodet-Trioson 
Rosine Becquérel-Despréaux (niece and only heir of the artist; 
before 1835) 
Edmund Filleul (by 1850) 
Peyriague collection (by descent) 


EXHIBITED 
Montargis, Musée de Montarsis, Girodet 1767-1824, 1967, no. 45 (ill.) 


LITERATURE 
Pérignon, Catalogue des tableaux, ésquisses, dessins et croquis de M. Girodet- 
Trioson, Paris, 1825, no. 53 


The present work is a study for the head of Galatea in Girodet’s 
Pygmalion and Galatea, which was exhibited at the Salon of 1819 
and now hangs in the collection of the Duc de Luynes at the 
Chateau de Dampierre. The Pygmalion and Galatea was the last major 
painting of the artist's career and his final attempt to reaffirm 
his reputation as a history painter, and he laboured over the com- 
position for seven years, making numerous drawn and painted 
preparatory studies. 

As told by Ovid, Pygmalion was a Cypriot king who, finding 
none worthy of his affection, carved an ivory statue of his ideal 
woman with which he promptly fell passionately in love. In an- 
swer to his prayers, Venus brought the image — in later adapta- 
tions of the story, named Galatea — to life, and Pygmalion married 
her. In the final painting, Girodet represents the moment when 
the king reaches up to help the statue-woman descend from her 
plinth. In our delicately painted oil study for the head of Galatea, 
Girodet has most effectively captured the moment when the 
beautiful woman, her eyes lowered in modesty, is suffused with 


life. 
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25. 


ANNE-LOUIS GIRODET-TRIOSON 
Jupiter and Leda 


circa 1820 
charcoal heightened with white chalk on paper, 
7-3/4 by 6 inches (19.7 by 15.2 cm.) 


PROVENANCE 
Antoine César Becquérel, Chatillon Coligny, Loiret (the son 
of Général Becquérel, Girodet's guardian) 
Henri Becquérel (by descent from the above) 
Louise Lorieux (wife of the above) 
Pierre Deslandres (nephew of the above) 
thence by descent 


LITERATURE 
P. A. Coupin, Oeuvres posthumes de Girodet-Trioson, peintre 
d'histoire, suivies de sa correspondance...Paris, 1829, I, p. lxxix 


This highly finished sheet was one of a number of drawings 
by Girodet representing the Loves of the Gods. After the 
artist's death, sixteen of the compositions were translated 
into lithographs by his students as an homage to their 
master, and published as Les Amours des Dieux by Engelmann 
in Paris in 1826. The Jupiter and Leda, plate number 2 in the 
book, was lithographed in 1825 by Lancrenon. Leda, wife of a 
Spartan king, was loved by the god Jupiter, who came to her 
in the form of a swan and lay with her. Their union produced 
the heavenly twins, Castor and Pollux. 

The renowned physician Antoine-César Becquérel, 
Girodet's cousin and the executor of his estate, was the orig- 
inal owner of this sheet, as well as of catalogue numbers 18 and 
26-30. All have remained in the family until the present day. 
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26. 


ANNE-LOUIS GIRODET-TRIOSON 


Cephalus and Aurora 

circa 1820 

charcoal heightened with white chalk on paper, 
7-3/4 by 6-1/4 inches (19.7 by 15.9 cm.) 


PROVENANCE 
Antoine César Becquérel, Chatillon Coligny, Loiret (the son of 
Général Becquérel, Girodet’s guardian) 
Henri Becquérel (by descent from the above) 
Louise Lorieux (wife of the above) 
Pierre Deslandres (nephew of the above) 
thence by descent 


LITERATURE 
P. A. Coupin, Oeuvres posthumes... Paris, 1829, I, p. xxix 


This drawing, like cat. no. 25, was one of the sixteen drawings by 
Girodet of the Loves of the Gods which were translated into 
lithographs for the posthumously published book of 1826. Repro- 
duced by Chatillon as number 11 in the volume, the drawing shows 
the goddess Aurora carrying off Cephalus, the mortal youth 
whom she loved, to heaven. 
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ANNE-LOUIS GIRODET-TRIOSON 
Jupiter and Callisto 


circa 1820 
charcoal heightened with white on paper, 
7-3/4 by 6 inches (19.7 by 15.2 cm.) 


PROVENANCE 
Antoine César Becquérel, Chatillon Coligny, Loiret (the son of Général 
Becquérel, Girodet’s guardian) 
Henri Becquérel (by descent from the above) 
Louise Lorieux (wife of the above) 
Pierre Deslandres (nephew of the above) 
thence by descent 


LITERATURE 
P. A. Coupin, Oeuvres posthumes... Paris, 1829, I. p. Lxxix 


See cat. nos. 25-26. The Jupiterand Callisto was translated into a litho- 
graph by Lancrenon in 1826, and was number to in the series 
of plates. The story of Jupiter and Callisto is recounted by Ovid 
in the Metamorphoses. Callisto, one of Diana’s nymphs, was seduced 
by Jupiter, who first disguised himself as Diana to disarm her. On 
the right of the composition, an amoretto is shown holding a mask 
of Diana. 
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ANNE-LOUIS GIRODET-TRIOSON 


Armin Lamenting the Death of his Children 
charcoal, pen and ink wash heightened with white on paper, 
8-3/4 by 10 inches (22.2 by 25.4 cm.) 


PROVENANCE 
Antoine César Becquérel, Chatillon Coligny, Loiret (the son of Général 
Becquérel, Girodet’s guardian) 
Henri Becquérel (by descent from the above) 
Louise Lorieux (wife of the above) 
Pierre Deslandres (nephew of the above) 
thence by descent 


In 1760 the Scottish poet James MacPherson published some 
poems as the work of the Celtic bard Ossian, which he himself 
had composed, pretended to have discovered, and translated 
from 3rd-century Gaelic. The poems of Ossian were translated into 
French by Le Tourneur in 1777, and enjoyed an immense vogue in 
France during the time of the Revolution and Empire. Girodet was 
fascinated with the poems, which had many similarities to the 
works of Homer, Milton, and the Bible, and they inspired him 
throughout his career. The most famous instance is the Ossian 
Receiving the Napoleonic Officers, a painting commissioned by Napo- 
leon for Malmaison in 1801, but Girodet also made many drawings 
with Ossianic themes. The present sheet is inspired by MacPherson’s 
Les Chants de Selma (Le Tourneur, 1777, L, p. 219), a poem in which 
the bard Armin, sitting on a rock by the sea, laments the deaths 
of his children Arindal and Daura, whose shades are seen on the 
rocks below. Girodet made another drawing of this subject now 
in the Musée de Montargis (inv. no. 71-13) in preparation for a 
lithograph which is dated 1817 (Paris, Bibliotheque nationale). 
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ANNE-LOUIS GIRODET-TRIOSON 


Legend of Ossian 


charcoal and ink wash heightened with white on paper, 
7-3/8 by to inches (18.7 by 25.4 cm.) 


PROVENANCE 
Antoine César Becquérel, Chatillon Coligny, Loiret (the son of Général 
Becquérel, Girodet’s guardian) 
Henri Becquérel (by descent from the above) 
Louise Lorieux (wife of the above) 
Pierre Deslandres (nephew of the above) 
thence by descent 


The precise passage in the Ossianic text to which this drawing 
corresponds has not yet been identified, nor is it possible — given 
Girodet’s interest in Ossian’s poems throughout his career — to 
date the sheet securely. 
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ANNE-LOUIS GIRODET-TRIOSON 


Head of Tamerlane the Great (after Claude Vignon) 
conté crayon on paper laid down on board, 

12-5/8 by 9-1/2 inches (32.1 by 24.1 cm.) 

signed and inscribed, bottom right: “girodet ave mon/métre” 


PROVENANCE 
Antoine César Becquérel, Chatillon Coligny, Loiret (the son of Général 
Becquérel, Girodet’s guardian) 
Henri Becquérel (by descent from the above) 
Louise Lorieux (wife of the above) 
Pierre Deslandres (nephew of the above) 
thence by descent 


This drawing reflects Girodet’s fascination with exotic Oriental 
types and their picturesque attire, also amply attested to by the 
many portraits of Turks, Mamelukes, Bedouins and Greeks listed 
by Coupin in the Oeuvres posthumes. Surprisingly, however, the draw- 
ing was not taken from life, but is closely based on a portrait 
engraving after Claude Vignon of Tamerlane the Great (1336-1405), 
Tartar conqueror and founder of the second Mongol Empire in 
north India. The print is part of a suite of pseudo-historical busts 
of philosophers and kings published by Vignon’s friend Francois 
Langlois between circa 1634-37, and engraved for the most part 
by Jérome David after designs by Vignon and others (see P.P. 
Bassani. Claude Vignon 1593-1670, Paris, 1992, pp. 288-89, no. 171). Girodet 
likely owned an impression of the print, which, although not 
specifically cited in the catalogue of Girodet’s posthumous 
studio sale of 1825, could have been included in one of the lots 
of sixteenth and seventeenth century prints not there identified 
by artist. 


31. 


Circle of GIRODET 
The Shades of Francesca and Paolo Appearing to Dante and Virgil 


circa 1820 
oil on panel, 12-5/8 by 16-1/2 inches (32 by 42 cm.) 


EXHIBITED 
New Haven, Yale University Art Gallery, Gesture and Expression: 
The Language of Art in the Age of Revolution, 28 February - 30 April 1989 


This painting is very similar in scale, composition, and fantastic, 
dark Ossianic mood to an oil sketch of the same subject by Girodet 
in the Musée Fabre in Montpellier (inv. no. 836-4-17). Although our 
picture was given in the past to Girodet, it is probably closer to 
Lancrenon, one of his pupils. That the composition of this picture 
is in the main a mirror image of that in Montpellier would suggest 
that its author in any case knew the latter work. 

In the early nineteenth century, the romantic subject of 
Francesca and Paolo appearing to Dante and Virgil was one of the 
most popular incidents in the Inferno. On their journey through 
hell, Dante and Virgil encountered the beautiful Francesca da 
Rimini, who told them the tragic story of her love for Paolo. 
Although betrothed for reasons of state to Paolo’s older brother, 
the deformed Giancotto Malatesta, Francesca fell in love with 
Paolo, and the two became lovers. Giancotto discovered them 
together one day, and killed them both with a single stroke of 
his sword. Dante, who knew the brothers personally, included 
the star-crossed lovers in the Divine Comedy, condemned to be 
swept by the wind forever in the second circle of hell. 
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FRANCOIS-MARIUS GRANET 


Vestal Virgin in the Passage of a Temple 

circa 1810 

oil on canvas, 18-1/8 by 13-3/4 inches (46 by 35 cm.) 
signed: “Granet” 


Francois-Marius Granet (1775-1849) learned drawing in his native 
Aix under J.A. Constantin, and in 1793 served as one of Napoleon’s 
draughtsmen at the siege of Toulon. He later worked in the atelier 
of David in Paris, first exhibiting at the Salon of 1799. In 1802 
Granet traveled to Rome, where he lived until returning to Paris in 
1819. While in Rome, Granet — along with Corot, Michallon and 
other French artists — began to make landscape oil sketches en plein 
air, and also became known for his lyrical and evocative interior 
views of monasteries, churches, and ancient ruins containing 
small figures set within cavernous spaces. The Vestal Virgin in the 
Passage of a Temple, datable to around 1810, is one such work, 
and shows in particular the subtle effects of light and shadow 
which lend Granet’s paintings their mood of elegiac melancholy. 
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BARON ANTOINE-JEAN GROS 
Napoleon on the Battlefield of Eylau 


1807 


oil on canvas, 40-15/16 by 59-13/16 inches (104 by 152 cm.) 
signed and dated, lower center: “A. Gros 1807” 


PROVENANCE 


Alexandre-Pierre-Francois Raquet de Lépine, Toulouse 
Fernand-Jules Raquet de Lépine (son of the above; sale Paris, Hotel 
Drouot, 15 March 1882, lot ro) 

Axel Duboul (brother-in-law of the above) 

Mme. Renée Antonin, Toulouse (1902-1957; by descent) 

Mme. Marie Paule Desarnauts, Toulouse (by descent; daughter of 
Renée Antonin) 

A. M. Desarnauts, Toulouse (by descent) 

acquired by the Toledo Museum of Art, 1988 


EXHIBITED 


Paris, Louvre, 1807 

Paris, Petit Palais, Gros, ses amis, ses éléves, 1936, no. 41, p. 69 

Buenos Aires, De David a Nos Jours, May, 1939, no. 72. Traveled to Rio 
de Janeiro; Montevideo; San Francisco, M. H. de Young Memorial 
Museum; New York, Metropolitan Museum of Art; Chicago, The Art 
Institute; Los Angeles, Los Angeles County Museum; Portland, 
Portland Art Museum; and Washington, D. C., The National Gallery 
of Art. 
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¢F, Napoleon on the 
Battlefield of Eylau 


1808 


Paris, musée du Louvre 
© Photo R.M.N. 
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Baron Antoine-Jean Gros (1771-1835) one of the pioneers of 
French Romantic painting, entered David's studio in 1785. After 
unsuccessfully competing for the Prix de Rome in 1792, Gros trav- 
eled to north Italy, where he studied the work of Rubens and the 
Venetian masters. In Genoa he met Josephine Bonaparte, who, im- 
pressed with his talent, invited Gros to accompany her to Milan, 
where she presented him to her husband. Thereafter Gros became 
the official chronicler of the Empire, of which the most famous 
instances are Napoleon Visiting the Plague-Stricken at Jaffa of 1804 
and Napoleon on the Battlefield of Eylau of 1808 (both Paris, Louvre; 
see below). Gros also became Napoleon's preferred portraitist, and 
received official commissions for religious works as well, such 
as the Apotheosis of St. Genevieve for the cupola of the Panthéon (see 
cat. no. 34). After the Restoration and David's exile to Brussels, Gros 
worked for the crown, receiving the title of Baron from Charles X 
(see cat. no. 35). Toward the end of his career, Gros turned in- 
creasingly to antique allegorical subjects painted in a classi- 
cizing, Davidian vein. When his work was poorly received, Gros 
threw himself in the Seine and drowned. 

Signed and dated in 1807, this painting is Gros’ winning 
entry in the competition for the commission of the Battle of 
Eylau, of which the final version was shown at the Salon of 1808 
and now hangs in the Louvre (fig. F). The Battle of Eylau was one 
of the bloodiest of the Napoleonic battles, and the French victory 
had been a marginal one, attended by rumors that the medical 
personnel of the Grande Armée had been ill-equipped and demora- 
lized. The highly publicized competition for the commission of 
the painting was partly intended to serve the purposes of propa- 
ganda, and in this official representation of the event, Napoleon 
is shown in the role of humane leader who comforts the wounded 
and supervises the ministrations of seven fully outfitted surgeons. 

The competition sketch differs only slightly from the final 
version in the Louvre, which shows a larger relative scale of the 
figures and a less classically constructed, clearly defined space. 


96 


34. 


BARON ANTOINE-JEAN GROS 
Head of Charlemagne 


circa 1811-1815 
oil on canvas, 24 by 19-5/8 inches (61 by 50 cm.) 


PROVENANCE 
Collection of the artist (sale, Paris, 23-27 November, 1835, no. 18, 
105 fr.) 
probably E. F. Haro, Paris (his mark on the reverse of the canvas) 


LITERATURE 
J. B. Delestre, Gros, sa vie et ses ouvrages, 2nd ed., 1867, p. 251 
J. Tripier-Lefranc, Histoire de la vie et de la mort du Baron Gros, Paris, 
1880, p. 674 


This is a preparatory study for the figure of Charlemagne in Gros’ 
decoration of the cupola of the Panthéon in Paris. Although Gros 
received the commission in 1811, he did not begin work on the 
cupola until 1816, and the painting was not unveiled until Novem- 
ber of 1824. The vast picture depicts the Apotheosis of St. Geneviéve, 
who receives the homage of Clovis, Charlemagne, St. Louis, and 
Louis XVIII, each representing one of the four principal dynasties 
of France. The painting was considered a major triumph and the 
culmination of Gros’ career, for which he was awarded the title 
of Baron. 
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BARON ANTOINE-JEAN GROS 


Portrait of Charles X 

29 May 1825 

oil on canvas, 32 by 25-1/2 inches (81.5 by 65 cm.) 

inscribed on the reverse: “Portrait de son Altesse Royale Monsieur Comte 
d’Artois / peint d’aprés nature en 1817 (sic) / par Antoine Jean Gros /... / 
Mad. Augustin Dufresne décédeée le 5 janvier 1842 et veuve de Antoine 
Jean baron Gros a par un article de son testament, supplié son Altesse 
Royale Monseigneur le duc de Bordeaux de vouloir bien agréer !hommage 
de ce tableau” 


PROVENANCE 
Collection of the artist, until his death, 1835 
Mme. Augustin Dufresne (Mme. Gros), until her death, 1842 
Marie-Thérése de Bourbon, Duchesse d’Angouléme (?) 
Henri de Bourbon, Duc de Bordeaux, Comte de Chambord 
La Comtesse de La Béraudiére 


EXHIBITED 
Paris, Petit Palais, Gros, ses amis, ses éléves, 1936, NO. 93, p. 110 


LITERATURE 
J. B. Delestre, Gros, sa vie et ses ouvrages, 2nd ed., Paris, 1867, p. 269 
G. D. Delestre, Antoine-Jean Gros 1771-1835, Paris, 1951, ill. fig. 58 


The present work is a preparatory study for Gros’ large equestrian 
portrait of Charles X now in the Musée de Versailles. The sketch, 
which shows the figure half-length and dressed in military uni- 
form, was executed from life on 29 May 1825, the day of Charles’ 
coronation. The final portrait, in which the King is depicted on 
horseback as he reviews his troops at St. Leonard, near Rheims on 
May 31, was exhibited at the Salon of 1827. This military review, 
a custom of French kings, was intended by Charles to proclaim 
the legitimacy of the ancien régime. 

The sketch was kept by the artist until his death in 1835, 
and remained in the collection of his widow until her own death 
in 1842. It subsequently passed to the Comte de Chambord, born 
Henri de Bourbon, Duc de Bordeaux, who under the name of Henri 
V, was the legitimate pretender to the throne of France after the 
death of Charles X in 1836. 
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figG. Charles X Reviewing 
the Troops near Rheims, 


31 May 1825 


Musée national du chateau, 


Versailles 
© Photo R.M.N. 


IOI 


36. 


JEAN-URBAIN GUERIN 


Portrait of Général Kléber 

1798 

oil on ivory, 3-1/4 by 3 inches (8.2 by 7.7 cm.) 

in a veneered ebony frame with a gilded bronze border 
(from the Maison Roux, Rue des Petits-Champs, Paris) 


PROVENANCE 
private collection, Paris 


Jean-Urbain Guérin (1760-1836), a specialist in portrait minia- 
tures, studied with David in Paris, where he was launched in his 
career by Marie-Antoinette, who commissioned him to paint her 
portrait and that of Louis XVI. During the Terror, Guérin took 
refuge in Alsace and then in Strasbourg, where he joined the army 
of Général Desaix. After his return to Paris in 1798, he exhibited 
regularly at the Salon. Guérin’s portrait miniatures were much 
esteemed by his teacher David, who commissioned him to paint 
his own daughter's portrait on the occasion of her nuptials. 

The present Portrait of Général Kléber is an autograph version 
of Guérin’s most famous work, the Portrait of Général Kléber now in 
the Louvre. Exhibited in the Paris Salon of 1798, this powerful 
portrait of Guérin’s friend and compatriot created a minor sensa- 
tion. Napoleon, who himself later sat to Guérin, asked to see the 
portrait, and then kept it for several days in his small salon in the 
Rue Chantereine. It was acquired by the Louvre in 1849 for the sum 
of 500 francs. 

Several other autograph versions of the portrait are known, 
but ours is the only one which shows such extraordinary freedom 
and freshness of handling in the figure’s costume and background. 

Kléber was one of the greatest generals of the revolutionary 
era. In 1798, the year of our portrait, he accepted a division in the 
expedition to Egypt under Napoleon. Unable to continue in the 
campaign after receiving a head wound, Kléber was appointed 
governor of Alexandria. On April 15, 1799, Kléber won the great 
victory of Mt. Tabor in the Syrian campaign. When Napoleon was 
forced to make the Convention of El-Arish which Lord Keith, the 
British Admiral, refused to ratify, Kléber defeated the Turks at 
Heliopolis with 10,000 men against an opposing army of 60,000. 
He then re-took Cairo, where, tragically, he was assassinated by a 
fanatic on June 14, 1800. 
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PIERRE-NARCISSE GUERIN 
The Return of Marcus Sextus 


circa 1799 

oil over ink on paper, laid down, 

14-1/2 by 16-3/4 inches (37 by 42 cm.) 

on the verso, an étiquette de vente with the number 137 


PROVENANCE 
private collection, Rouen 


LITERATURE 
for a complete discussion and bibliography of the Salon picture, 
see J. Klaus Herding ed., La Révolution Francaise et L'Europe 1789-1799, 
exh. cat., Paris, Grand Palais, 16 March - 26 June 1989, no. 842 
J. Bottineau, “De Bélisaire a Marcus Sextus. Genése et histoire d'un 
tableau de Pierre Guérin (1774-1833),” Revue du Louvre (June, 1993), p. 
47 ff. (ill. fig. 7) 


Pierre-Narcisse Guérin (1774-1833) studied briefly with Nicolas- 
Guy Brenet before entering the atelier of Jean-Baptiste Regnault. He 
won the Prix de Rome in 1797 with his Death of Cato (Paris, Ecole des 
Beaux-Arts), and two years later exhibited The Return of Marcus 
Sextus (Paris, Louvre) at the Paris Salon, where it created a public 
sensation and established his reputation as a major figure in the 
generation following David. In 1803, Guérin traveled to Rome as a 
pensionnaire of the Académie Francaise, remaining there for the next 
five years. Upon his return to France, he met with continued 
success as a painter of epic histories, and also won acclaim for 
his many works inspired by the theater. Guérin was made profes- 
sor at the Ecole des Beaux-Arts in 1814 and a member of the Institut 
the following year. In 1822, he was appointed Director of the 
Académie Francaise in Rome, a post he held for the next six years. 
An extraordinarily gifted teacher, Guérin fostered the talents of 
Géricault and Delacroix, the pioneers of the Romantic movement. 

The present work is a preliminary oil sketch for Guérin’s 
most famous painting, The Return of Marcus Sextus now in the 
Louvre. The picture’s enormous success at the Salon of 1799 was 
in part due to the political overtones of its subject, which seems to 
have been the artist’s own invention. An ancient Roman, Marcus 
Sextus, returns home after his banishment by the dictator Sulla, 
only to find his wife dead and his daughter in despair. Salon 
observers considered the picture an allusion to the plight of those 
emigrés forced to flee during the Terror, who returned to find 
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their homes destroyed and families murdered. As an expression of 
the widely-held anti-revolutionary sentiments of the time, Guérin’s 
picture became the object of great adulation, particularly among 
the royalists, and was honored at the Salon with a laurel wreath 
and crowds of pious visitors. In its spare and shallow stage-like 
setting, planar composition, and expressive figures, the oil sketch 
— like the painting — reveals Guérin’s debt to the strict, heroic style 
of David. The changes made in the final painting — such as a more 
focused light, the omission of the seated figure at the left, and the 
more energized posture of the mourning daughter — all serve to 
heighten the dramatic impact of the scene. 
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JEAN-AUGUSTE-DOMINIOQUE INGRES 


‘Gaston de Foix,’ after Giorgione 

circa 1799 - 1805 

oil on canvas, 18-7/8 by 1-5/8 inches (48 by 29.5 cm.) 

signed and dated, lower left: “Ingres 1799” 

on the reverse, a label: “Ingres, Gaston de Foix; d’aprés Raphaél” 


PROVENANCE 
private collection, France 
acquired by a private collector, New York, 1992 


Jean-Auguste-Dominique Ingres (1780-1867), the most gifted pro- 
ponent of the classical tradition in the wake of David, studied at 
the Académie Royale in Toulouse before entering David’s studio in 
Paris in 1797. He won the Prix de Rome four years later, but delayed 
leaving for Italy until 1806. After completing his studies at the 
Académie Francaise, he remained in Italy working on portraits and 
history paintings, settling in Florence in 1820. In that year he was 
commissioned to paint the Vow of St. Louis XIII for the Cathedral at 
Montauban, which became his first great success at the Salon. He 
returned to Paris in 1824, and shortly thereafter was admitted to 
the Académie des Beaux-Arts, where he achieved recognition as a 
champion of Classicism as opposed to the Romantic movement. 
From 1835 to 1841, Ingres served as Director of the Académie Francaise 
in Rome, then returned to Paris, where he continued to paint for 
private patrons and the governments of Louis-Philippe and Napo- 
leon II. 

If the signature and date, which seem later than the painting, 
are accurate, this recently-discovered picture is Ingres’ only known 
signed and dated work before 1800, and is therefore a significant 
addition to our knowledge of the young artist who had arrived 
in Paris only two years earlier. 

The figure ultimately derives from that of St. Liberale in 
Giorgione’s altarpiece depicting the Madonna and Child with St. Francis 
and St. Liberale (Castelfranco, Duomo), but Ingres’ immediate model 
was most likely a small panel now in the National Gallery, Lon- 
don, formerly attributed to Giorgione, but now given to one of 
his followers. This latter picture was in Paris in the 1770s, with 
the figure then identified as Gaston de Foix. The year it left 
France is not known, but by 1816 it was in London. At least five 
other copies of the London Gaston de Foix are known, including 
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one by Philippe de Champaigne, originally in the Palais Royale and 
now at Versailles, and another which was in the Orléans Gallery 
until 1799 (C. Gould, National Gallery Catalogues: The Sixteenth-Century 
Italian Schools, London, 1975, no. 269, pp. 107-9). 

The label’s mistaken reference to Raphael as the model for 
the figure in the present painting appears to derive from a simi- 
larly misattributed engraving after the London panel by Michel 
Lasne (1590-1667). However, given the diffuse lighting and effect 
of sfumato seen in the picture, there seems little doubt that Ingres 
worked directly from a painted prototype. Ingres is known to have 
made several other copies after Renaissance pictures during his 
early years in Paris, such as that after Raphael's Madonna dell’ 
Impannata (Paris, private collection) and that after the head of 
the Virgin in Raphael’s Madonna di Foligno (present location un- 
known; for these, see G. Wildenstein, The Paintings of J.A.D. Ingres, 
London, 1954, p. 165, nos. 29, 30). 
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JEAN-AUGUSTE-DOMINIQUE INGRES 
Study for ‘Christ Giving the Keys to St. Peter’ 


circa 1817 

oil on canvas, mounted on panel, 
7-3/4 by 9715/16 inches (19.7 by 25 cm.) 
signed, bottom center: “Ingres” 


PROVENANCE 
sold by Ingres to Haro, 13 October 1866 
Ingres sale, Paris, Hétel Drouot, 6 - 7 May 1867, lot 10 
Haro senior and junior sale, Galerie Sedelmeyer, Paris, 30-31 May 
1892, lot 119 
Jules Claretie (sale, May 8, 1914, no. 31, Hétel Drouot; to M. Brunner) 
acquired by the Art Museum, Princeton University, 1982 


EXHIBITED 
Paris, Ecole des Beaux-Arts, Ingres, 1867, no. 8 


LITERATURE 
Tableaux Anciens et Modernes ... des collections de MM. Haro, pére et fils, 
Galerie Sedelmeyer, 1892, no. 119 
H. Lapauze, Ingres, sa vie et son oeuvre, Paris, 1911, p. 552, No. 29 
G. Wildenstein, Ingres, London, 1956, p. 191, no. 136 
E. Camesasca, Ingres, Milan, 1968, no. 104f 
Record of the Art Museum, Princeton University, vol. 42, no. 1 (1983), 
p. 50 (ill. p. 51) 
Selections from the Art Museum, Princeton University, Princeton, 1986, 


ill. p. ror 


This work is a study for the left foot of Jesus in Christ Giving the 
Keys to St. Peter, Ingres’ first large official commission since the 
Empire. Begun in 1817 and completed in 1820, the picture was 
painted for the church of the French convent of the sisters of the 
Sacré-Coeur at Trinita dei Monti in Rome, and is now preserved 
in the Musée Ingres, Montauban. Seventy-three other studies for 
the painting, which Ingres considered one of best works, are 
preserved in the same museum. 
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JEAN-AUGUSTE-DOMINIQUE INGRES 


Aretino in the Studio of Tintoretto 

1848 

oil on canvas, 17-3/8 by 14-1/8 inches (44.1 by 35.9 cm.) 
signed and dated, lower left: “J. Ingres. 1848” 


PROVENANCE 
Marcotte Genlis (sale, Hotel Drouot, Paris, 17 February 1868, lot 20) 
Marcotte de Quiviéres (sale, Hotel Drouot, Paris, 24 April 1875, 
lot 12) 
anonymous sale 12 June-1900, lot 24 
Bessoneau d'Angers collection (sale, Galerie Charpentier, Paris, 
15 June 1954, lot 46) 
private collection, Paris 
Robert Lehman, New York 


EXHIBITED 
Exposition Universelle, 1855, no. 3362 


LITERATURE 
J.A.D. Ingres, Cahier X (in H. Lapauze, Les Dessins de J.A.D. Ingres..de 
Montauban, Paris, 1901 
H. Delaborde, Ingres, sa vie et ses travaux, sa doctrine, d'aprés les notes 
manuscrites et les lettres du maitre, Paris, 1870, p. 228, no. 61 
G. Wildenstein, The Paintings of J.A.D. Ingres, London, 1956, p. 216, no. 
253 (ill. fig. 158, p. 217) 
D. Ternois and E. Camesasca, Tout loeuvre peint de Ingres, Paris, 1971, 
no. 85b (ill.) 
J. Anderson, “Pietro Aretino and Sacred Imagery,” in Interpretazioni 
Veneziane. Studi di storia dellarte in onore di Michelangelo Muraro, ed. D. 
Rosand, Venice, 1984, pp. 276-77 (ill. fig. 2) 


Aretino in the Studio of Tintoretto, signed and dated in 1848, is an 
autograph replica, with minor variations, of a picture which Ingres 
executed in 1815 and exhibited in the Salon of 1824 (ex-coll. Mrs. 
Lucy Smith Battson). It is one of a number of small-scale, finely 
detailed historical genre pictures painted by the artist through- 
out his career depicting anecdotes from the lives of illustrious 
monarchs, artists and other well-known personages, a type of 
subject which very much appealed to nineteenth-century bour- 
geois taste (see cat. nos. 3 and 9). The picture illustrates an amusing 
encounter between the great painter, Tintoretto, and the notorious 
libertine critic, Pietro Aretino, as recounted by Carlo Ridolfi in 
his Meraviglie dellarte of 1648. According to the story, Tintoretto, 
incensed at Aretino’s having criticized him for painting too hast- 
ily, invited him to his studio to sit for a a portrait. Once there, the 


114 


| Saeeon 
ba Sa On Ae 
: < _-——— Bs Stas. 


40 
115 


artist terrified him by pulling a dagger from his robe. When the 
frightened Aretino cried out, Tintoretto replied coldly, “Don’t move, 
I wish only to take your measurements. From head to toe, you are 
two and one-half lengths of my dagger.” (C. Ridolfi, Le Meraviglie 
dellarte, ed. D. von Hadeln II, Berlin, 1914-24, p. 68). It is interesting 
that Ingres mistranslated Ridolfi’s word for dagger (“pistolese”) 
as pistol (“pistola”), and has accordingly shown Tintoretto hold- 
ing a musket rather than a dagger to the critic’s throat. 

As in the case of its earlier version, Aretino in the Studio of 
Tintoretto was painted as a pendant to Aretino and the Envoy of Charles 
V (present location unknown). In this companion piece, Aretino is 
shown receiving an emissary from Charles V, who offers him a 
gold chain in exchange for his silence concerning Charles’ humili- 
ating failure to conquer north Africa. As Jaynie Anderson has 
noted, the two paintings would have provided a moral demonstra- 
tion of how the silence of an unscrupulous critic may be easily 
obtained by bribery or violence. She has also pointed out that 
the subject of an artist’s revenge on a critic appears to have been 
quite appealing to nineteenth-century French painters. In addi- 
tion to Ingres, Bergeret, Ménageot, Lestang and Baille all treated 
the theme (Anderson, op. cit., p. 277). 


116 


4I. 


JEAN-BAPTISTE ISABEY 
Portrait of the Marquis dOsmond 


circa 1825 

oil on oval canvas, 30-1/4 by 2371/8 inches (76.8 by 58.7 cm.) 

signed, lower left: “Isabey” 

on a label affixed to the verso:“882 Comte...(?) Eustache / Gabriel 
d’Osmond/ par Isabey” 

on a label affixed to the verso: “...(?) Eustache Gab... / d’Osmond Menin de 
Monsieur / le...(?) 1824" 


Jean-Baptiste Isabey (1767-1855) received his artistic training in 
his native Nancy with Girardet and Claudot. In 1786 he moved to 
Paris, where he continued his studies with Dumond and later, 
David. Commissions from Marie-Antoinette, the Duc d’Angouléme 
and the Duc de Berry established Isabey’s reputation as one of 
the finest portrait miniaturists in Paris. He exhibited for the first 
time in the Salon of 1793, and continued to take part in official 
exhibitions until 1841. 

Isabey, an intimate friend of Napoleon and Josephine, was 
appointed first painter to the Emperor in 1805. In addition to 
painting official portraits, he organized all the private and official 
fetes held at the Tuileries, Saint Cloud and at Malmaison. Isabey 
was also the official painter of Louis XVIII, Charles X, and Louis- 
Philippe. His renown was international. In 1812, the Imperial 
Family of Austria sat to him, and two years later, he was commis- 
sioned to paint several heads of state at the Congress of Vienna. 

Charles-Eustache-Gabriel (called Rainulphe) d’Osmond (1787- 
1862), first Comte, then Marquis d’Osmond, was the aide-de-camp 
to the Duc d’Angouléme, son of Charles X. He is shown in military 
attire wearing the medals (left to right) of the Order of St. Louis, 
the Royal Legion of Honour and the Order of San Maurizio and 
San Lazzaro. The count was named officier of the Legion of Honour 
in 1815, and received the medal of the Order of St. Louis in 1821. 
This and the apparent age of the sitter would suggest a date for 
the portrait of circa 1825. 

In 1817, the young Osmond had married Aimée Carvillen 
Destillieres, a charming, intelligent and immensely wealthy wo- 
man several years his senior. Isabey was an intimate friend of 
the couple, and was a frequent guest at their Paris residence and 
their country chateau at Pontchartrain, near Rambouillet. Begin- 
ning in the 1830s, Isabey spent a good part of each summer there, 
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designing and organizing the decorations for the many parties 
given by the Marquise. He also painted numerous portraits of their 
guests and members of the Osmond family, including the mother 
of the Marquise, and the Marquise herself. 
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JEAN-JACQUES LEQUEU 


Napoleon Receiving the Persian Ambassadors 

1809 

watercolor, pen and black ink on paper, 

18-7/8 by 21-5/8 inches (48 by 55 cm.) 

signed and dated, lower right: “Jn. Jques Le Queu / inv. et Fecit. 1809.” 


Jean-Jacques Lequeu (1757-circa 1825) was born in Rouen, where he 
studied architecture. In 1779 he went to Paris, where he met 
Jacques-Germain Soufflot, with whom he studied briefly. He then 
worked for Soufflot le Romain, helping him design the Church 
of Sainte-Geneviéve in Paris. Lequeu also planned a city hall for 
Rouen, and built several country houses in the style of ancient 
temples. After traveling to Italy in 1783, he designed a central plan 
church for the Capuchin nuns in Marseilles. The Revolution left 
him without resources, and Lequeu was forced to work as a sur- 
veyor in the Land Registry Office. He then became a cartographer 
with the Ministry of the Interior, from which he retired in 1815. 
In the years following the Revolution, Lequeu lived in poverty 
and solitude, well outside the mainstream of official architecture. 
He nonetheless continued to draw, making elaborate, highly im- 
aginative watercolors in which various architectural styles are 
freely and often eccentrically combined. An extremely skilled 
draughtsman, Lequeu filled his drawings with a seeming infinitude 
of minute detail, described with an obsessive, almost maniacal 
exactitude. 

One such drawing is Napoleon Receiving the Persian Ambassa- 
dors, signed and dated 1809. It most likely alludes to an actual event 
which occurred on April 27, 1807, when the Emperor was visited by 
a group of Persian ambassadors at his headquarters in Finkenstein, 
a small town in Germany. A painting by Francois-Henri Mulard, 
shown at the Paris Salon in 1810 and now at Versailles, records this 
event in a considerably more factual vein. 
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CHARLES MEYNIER 


Wisdom Protecting Youth from the Arrows of Love 
1810 

oil on canvas, 95-1/4 by 81 inches (241.9 by 205.7 cm.) 
signed, lower left: “C. Meynier” 


PROVENANCE 
M. de Sommariva, Paris 
HRH Princess Marianne of the Netherlands 
The Museum Reinhartshausen, Erbach-Rheingau (by donation 
in 186s) 
acquired by Rudolf Nureyev, 1984 
Estate of Rudolf Nureyev 


EXHIBITED 
Paris, Salon of 1810, no. 572 


LITERATURE 
Ch. Landon, Annales du Musée et de l'école moderne des Beaux-Arts,Salon 
de 1810, p. 61 (ill. pl. 41) 
L. L. Kleijn, Museum Reinhartshausen, Ausgewdhlte Werke der Sammlung 
in Photographien, Wiesbaden, 1878 (ill.) 


Charles Meynier (1768-1832), one of the great neo-classicist decora- 
tors, studied with Vincent in his native Paris. In 1789 he won the 
Prix de Rome along with Girodet, but because of the Revolution was 
only able to stay in Rome briefly. After returning to France, Meynier 
began exhibiting regularly at the Salon, and became known for his 
mythological and history pictures painted in a richly-colored, 
decorative style inspired by ancient art. Under the Empire and the 
Restoration, Meynier received many official commissions for deco- 
trative projects, such as the designs for the Arc de Triomphe du 
Carrousel and ceilings in the Tuileries and the Louvre. 

The present painting was executed as a pendant to Guérin’s 
Cephalus and Aurora, now in the Louvre. Both were commissioned 
by Count Sommariva and exhibited together in the Salon of 1810. 
Landon, who saw the present picture at the Salon, explicated its 
charming allegorical subject in his Annales of the exhibition: 


One sees in the painting of M. Meynier, Wisdom personified as 
Minerva. The goddess protects a young man who represents Adoles- 
cence. A group of Cupids fluttering nearby direct their arrows at 
him, but these are repelled by the goddess’ impenetrable shield. In 
the foreground is a sleeping young woman, nude and unadorned, 
who represents Volupte. The young man looks at her with longing, 
resisting her charm with apparent effort. A little Cupid approaches 
him and tries to pull him toward the woman, but the youth resists. 
(Landon, op. cit.) 
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44. 


CHARLES-VICTOIRE-FREDERIC MOENCH 


Boreas and Orithyia 

1817 

oil on canvas, 68-1/2 by 84-3/4 inches (174 by 215 cm.) 
signed, on reverse: “C. MOENCH” 


PROVENANCE 
studio of the artist, rue de Benouville, Paris 
private collection (acquired in the 1920s) 
acquired by a private collector, 1994 


EXHIBITED 
Paris, Salon of 1817 


LITERATURE 
C. P. Landon, Annales du Musee et de l'Ecole Moderne des Beaux-Arts, Salon 
de 1817, Paris 1817, p. 98 (ill. pl. 68) 


Charles-Victoire-Frédéric Moench (1784-1867) was born in Paris, 
where he trained with Girodet, whose romantic and idiosyncratic 
interpretation of David's classicism became a key factor in the 
formation of Moench’s style. He is thought to have traveled to 
Italy during the 1840s, when he painted numerous italianate 
landscapes. Moench received several commissions from Louis 
XVIII and the Duc d’Orléans, most notably the painted decora- 
tion of the gallery of Diana at Fontainebleau and the restoration 
of the chapel of Versailles. 

The present painting, Moench’s entry in the Salon of 
1817, shows Boreas, ancient god of the North Wind, carrying off 
Orithyia, beautiful daughter of a legendary king of Athens, whom 
he took, against her will, as his bride. The airborne abduction is 
described in Ovid’s Metamorphoses: 


Then in his shroud of darkness 

His dusky wings encircled Orithyia 

Who was all terror as he caught her up 

And held her as a lover in his arms. 

And as he sailed, his cold heat turned to flames - 
Nor did he drop to earth until they reached 

A northern country with its savage people; 

And so it was that an Athenian princess 

Married the ice-flamed King of the Cicones. 
(Ovid, Metamorphoses, 6: 692-722) 


We are grateful to Robert Rosenblum for having identified the 
subject of the picture, and for noting its inclusion in the Salon 
of 1817. 
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JEAN-CHARLES NICAISE PERRIN 


Arete Appealing to her Prison Guards 


1795 
oil on panel, 12-7/8 by 9-1/2 inches (32.5 by 24 cm.) 


signed, upper right: “Perrin” 
inscribed on the verso: “JCN Perrin 1795” and “Perrin 1795” 


Jean-Charles Nicaise Perrin (1754-1831) was a student at the Académie 
in 1772, where he trained with Doyen and Durameau. In 1780, he 
traveled to Rome, remaining there as a pensionnaire du roi until 
1784. Three years after his return to Paris, Perrin was received into 
the Académie, and in 1806 was appointed head of the Free School 
of Drawing. An accomplished painter of historical subjects and 
portraits in the neo-classical mode, Perrin exhibited at the Paris 
Salon between 1787 and 1822. 

The present picture, signed and dated 1795, represents a 
story from Greek history as told by Plutarch in his Life of Dion 
(LVII,3). After Dion was murdered at the instigation of Callippus, 
his wife and sister were cast into prison. There Dion’s wife, Arete, 
gave birth to a baby boy, whom she resolved to keep by her side. 
Our picture depicts the moment when Arete appeals to the prison 
guards for permission to nurse the infant, held in the arms of her 
sister-in-law, Aristomache. Perrin exhibited a painting of this sub- 
ject in the Salon of 1798, which was described in the accompanying 
livret as follows: 

332. Aprés le meurtre de Dion, sa soeur et sa femme furent mises en 

prison par l’ordre de Callipus. La femme y accoucha d’un garcon qu'elle 

résolut de nourrir. Elles en demandeérent la permission a leurs gardiens, 
qui l’'accordérent. 

(Explication des Ouvrages de Peinture et Dessins, Sculpture, Architecture 

et Gravure, Exposés au Musée central des Arts, daprés lArréte du Ministre 

de I'Intérieur, le rer Thermidor, an VI de la République Francaise, Paris, 1798, 

p- 54) 

Given its earlier date and small scale, our picture is unlikely 
to have been the one shown at the Salon. Although this work may 
have been a preparatory study for the Salon painting, its high 
degree of finish and signature would suggest, rather, that it was 
conceived as an independent picture. 
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46. 


FRANCOIS-EDOUARD PICOT 
Cupid and Psyche 


circa 1817 
oil on canvas, 15-3/4 by 1971/4 inches (40 by 48.9 cm.) 
signed, lower right: “Picot” 


PROVENANCE 
possibly the Duc d’Orléans 
M. Percheron (until 1954) 
Georges Maratier, Paris (1954) 
Walter P. Chrysler, Jr. 
acquired by a private collector, 1990 


EXHIBITED 
Dayton, Ohio, Dayton Art Institute, French Paintings 1789-1929 from the 
Collection of Walter P. Chrysler, Jr., 1960, p. 17, no. 9 (ill.) 


LITERATURE 
M. Amaya, “Contrasts and Comparisons in French Nineteenth 
Century Painting,” Apollo, 107 (April 1978) p. 254 (ill.) 
P. Lang, Regards sur Amour & Psyché a lage néo-classique, exh. cat., 
Carouge, Musée de Carouge, 1994, p. 111; n. 9, pp. 110-11 


Francois-Edouard Picot (1786-1868) was a student of Vincent and 
David, and in 1812 won second place in the Prix de Rome. He exhib- 
ited at the Salon from 1819 to 1839, and was awarded the Légion 
dhonneur in 1825. His oeuvre is dominated by historical and myth- 
ological themes, although he also painted genre pictures and 
portraits. 

The present work is most likely a study for Picot’s picture 
of the same subject painted in Rome in 1817 and exhibited in 
the Paris Salon the following year. It was shown along with his 
Mort de Saphire, and Picot received a first class medal for the two 
entries. However, the Cupid and Psyche was a much greater critical 
success: Landon placed it on the same level as Girodet’s Sleep of 
Endymion (C.P. Landon, Salon de 1819, Recueil de morceaux choisis 
parmi les ouvrages de peinture et de sculpture exposés au Louvre le 25 
aout 1819...Paris, 1819, I., p. 47), and Louis XVII hung it in his pri- 
vate apartments. The Salon picture is now preserved in the Louvre; 
a small scale reduction after the painting is in the Musée de 
Carouge, Carouge. 
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47. 


PIERRE-PAUL PRUD’ HON 


Portrait of Madame Antoine Passy, née Péan de Saint-Gilles 
1822 
oil on canvas, 28-3/4 by 23-5/8 inches (73 by 60 cm.) 


PROVENANCE 
Louis Passy (son of the sitter) 
Comtesse de Bueil (by descent) 
Comte Guy de Bueil 
thence by descent 


EXHIBITED 
Paris, Ecole des Beaux-Arts, Exposition des uures de Prudhon au Profit 
de sa Fille, May 1874, no. 26 
Paris, Palais des Beaux-Arts, Exposition P. PPrudhon, May-June 1922, 
no. 63 
Paris, Musée Jacquemart-Andreé, Pierre-Paul Prudhon, 1758-1823, 
15 October - 1 December 1958, no. 110 


LITERATURE 
A. M. C. Clement, “Les derniéres lettres de Prud’hon,” Gazette des 
Beaux-Arts IX (1874), p. 290 
Ed. de Goncoutt, Catalogue raisonné de loewvre..de P.P. Prudhon, Paris, 


1876, pp. 51-2 
J. Guiffrey, L’oeuvre de P.P. Prudhon, Paris, 1924, pp. 219-20 


Pierre-Paul Prud’hon (1758-1823) was born in Cluny, where he was 
raised by the monks of the local abbey. After studying in Dijon 
with Francois Devosges, Prud’hon won the Prix de Rome, and from 
1784 to 1788 lived in that city, studying antiquities, Renaissance 
artists, and — among his contemporaries — Kauffmann, Mengs 
and Canova. Upon returning to Paris, he allied himself with the 
Revolution, joining the radical Club des Arts founded by David and 
executing numerous works with revolutionary themes. In 1794 
Prud’hon moved to Rigny in the Franche-Comté, where he be- 
came acquainted with Nicolas-Thérése Benoit Frochot, who intro- 
duced him to many society patrons. He also received numerous 
commissions from the government, such as the designs for the 
celebrations of Napoleon’s coronation and _ portraits of the Im- 
perial household. Prud’hon’s life ended sadly, attended by finan- 
cial woes and the suicide of his beloved mistress, the painter 
Constance Meyer. 

The present portrait, Prud’hon’s last recorded painting be- 
fore his death in 1823, was originally one of a pair with a portrait 
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fig H. Study for Portrait of 
Madame Antoine Passy, 
née Péan de Saint-Gilles 


1822 

graphite on blue paper with 
white heightening 

4 7/8 by 4 1/8 inches 

12.4 by 10.5 cm.) 
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of the sitter’s mother, Madame Péan de Saint-Gilles (private collec- 
tion, France). According to Goncourt, the portraits were commis- 
sioned for 3,000 francs, a price which reflected the moment of 
Prud’hon’s “plus grande célébrite.” Although Goncourt wrote that 
the portrait of Madame Passy was signed “P.P. Prud’hon 1822,” 
neither it nor its pendant bears a signature or date. 

A small preparatory sketch for the portrait is also included 
in this exhibition (figure H). 
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Attributed to PIERRE-PAUL PRUD’HON 


The Vengeance of Ceres 
circa 1789 
oil on canvas, 19-7/8 by 24-1/8 inches (50 by 61 cm.) 


PROVENANCE 
Monsieur Mahérault (according to family tradition, a gift 
from the artist) 
Comtesse de Najac (by descent) 
private collection 


Upon his return from Rome to Paris in 1789, Prud’hon was commis- 
sioned to paint three pictures for the Comte d’Harlai, of which 
the most important was the Vengeance of Ceres. This painting, 
now lost, may be identifiable with the large canvas recorded 
by Goncourt in 1876 in the Moisson collection (1.9 by 1.57 meters; 
Catalogue raisonné de loeuvre peint, dessiné, et gravé de P.P. Prudhon, 
Paris, 1876, pp. 97-8). Although it has been suggested that the 
present picture was adapted from an engraving by Copia (d. 1799), 
its high quality would suggest, rather, that it is a modello which 
Prud’hon made as a presentation piece for the Comte d’Harlai’s 
approval. Another less finished sketch of the composition is 
preserved in the Musée Bonnat, Bayonne. 

The subject is based on a droll incident in the story of Ceres 
as recounted in Ovid’s Metamorphoses. During her travels, Ceres, 
Goddess of the Harvest, stopped for refreshment at the house of 
an old woman. Tired and hungry, Ceres avidly drank from the bowl 
of broth offered her, whereupon the old woman’s son mocked 
her gluttony. Enraged, Ceres transformed the boy into a lizard. 
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ALEXANDER-DENIS ABEL DE PUJOL 


Portrait of Nicholas Legrand and His Grandson, 
Joseph-Adolphe de Pujol 

1815 

oil on canvas, 45 by 38 inches (114 by 96.5 cm.) 

signed, lower right: “Abel de Pujol / 1815” 


PROVENANCE 
Nicholas Legrand (by descent until 1973) 
acquired by The High Museum of Art, Atlanta, 1990 


Alexandre-Denis Abel de Pujol (1785-1861), one of David’s most 
successful pupils, was born the illegitimate son of the founder of 
the Academy of Painting and Sculpture in Valenciennes. He was 
not recognized by his father until he distinguished himself by 
winning the Prix de Rome in 1811. In 1814 he was awarded a gold 
medal by both Louis XVIII and Napoleon for his Death of Britannicus, 
now in the Musée de Dijon. Thereafter, he exhibited regularly at 
the Salons, and was in constant demand to carry out official 
commissions, including mural decorations in the Louvre and at 
Saint Sulpice. 

Abel de Pujol seems to have executed portraits primarily 
in the early part of his career, and these demonstrate his strict 
adherence to the classical principals of style learned in David’s 
studio. The present portrait depicts Nicholas Legrand, an archi- 
tect and the artist’s father-in-law, with his grandson, the artist’s 
eldest son, Joseph-Adolphe. 
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JEAN-BAPTISTE BARON REGNAULT 


Venus and Adonis 
circa 1787-90 
oil on canvas, 89-3/8 by 67-3/8 inches (227 by 171 cm.) 


PROVENANCE 
private collection, France 


Jean-Baptiste Regnault (1754-1829), a leading proponent of Neo- 
classicism and David’s most important rival, was born in Paris, 
where he studied, along with David, under Jean Bardin. In 1776 
he won the Prix de Rome for his Diogenes Visited by Alexander, and 
subsequently traveled to Rome as a pensionnaire du Roi. Upon his 
return to France, he became a full member of the Académie, and 
exhibited regularly at the Salons from 1783 to 1802. Thereafter, 
Regnault withdrew from public life and began to paint primarily 
for his own pleasure (see cat. 53). 

This monumental picture depicts a scene from the myth of 
Venus and Adonis as recounted by Ovid, in which the goddess 
attempts in vain to dissuade her lover Adonis from hunting wild 
animals. Regnault treated this same theme in a small picture of 
horizontal format now in the Musée des Beaux-Arts, Rouen, 
which Christopher Sells dates to 1780-1800 (C. Sells, “Oeuvres de 
Jean-Baptiste Regnault,” Etudes de la Revue du Louvre, no. 1, Paris, 
1980, pp. 105-6; ill.). He also painted a small esquisse terminée of the 
subject, which is described in the catalogue of his posthumous 
sale as no. 64: 


Venus appuyée sur Adonis, lui conseille de ne chasser que les 
animaux a qui la nature n’a point donné de défense. (Posthumous 
inventory of Jean-Baptiste Regnault, 25 November 1829, Minutier 
central des notaires de Paris, étude XIII, liasse 641) 


Although this oil sketch seems to be lost, Sells has suggested 
that it was most likely vertical in format, and may well have 
reproduced the composition of our picture on a smaller scale. 

Sells has dated the Venus and Adonis to circa 1787-90, close 
in time to the Iphigenia of 1787 (Marseille, Musée des Beaux- 
Arts), which shows a similar handling of the drapery and careful 
elaboration of detail. Very few large-scale mythological works by 
Regnault from the late 1780’s survive, and these two paintings 
therefore fill an important gap in our knowledge of the artist’s 
work of this time. 
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(before conservation) 
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That the Venus and Adonis is not mentioned in the posthu- 
mous inventory of Regnault’s studio or in the catalogue of the 
subsequent sale would suggest that it was purchased during the 
artist’s lifetime, but the circumstances surrounding its earliest 
history are not yet known. 
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JEAN-BAPTISTE BARON REGNAULT 


Portrait of Madame Regnault 
circa 1795 
oil on canvas, 16 by 12 3/4 inches (40.5 by 32.5 cm.) 


PROVENANCE 
the family of the artist 


In 1786, Regnault married Sophia Meyer (1763-1825), daughter of 
the watchmaker Francois Meyer. This affectionate portrait of the 
artist’s wife is one of several painted by Regnault, including the 
larger Portrait of Madame Regnault of around ten years later (cat. 
no 52). An approximate date of 1795 for the present picture is 
suggested by the sitter’s apparent age, which also corresponds to 
that in the small self-portrait by Sophia Regnault dated 1791 (Ponce, 
Puerto Rico, Museo de Arte). 
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JEAN-BAPTISTE BARON REGNAULT 


Portrait of Madame Regnault 
circa 1805 
oil on canvas, 28-3/4 by 23-1/4 inches (73 by 59 cm.) 


PROVENANCE 
Antoine-Louis Regnault (by descent from the artist) 
sale Hotel Drouot, Paris, 4 June 1962 (as pendant to self-portrait) 
private collection, Paris 


LITERATURE 
C. Sells, “A Portrait by J. B. Regnault,” Yale University Art Gallery 
Bulletin XXXV (Fall 1975) p. 20, fig. 6 


This portrait of Regnault’s wife, Sophia, was intended as a pendant 
to a now-lost self-portrait by the artist. The pair is specifically 
mentioned by Regnault in his will: 


Le portrait de ma femme qui est chez moi et qui fait pendant de mien. 
Je le donne a mon fils ainé... (quoted by Sells, op. cit.) 


The format and pose of the sitter in the present portrait replicate 
those in the smaller Portrait of Madame Regnault of circa 1795 (cat. no. 
51). However, the more mature countenance and ampler propor- 
tions of the figure seen in this work would point to a later date. 
This would most likely be circa 1805, the year of Henriette Lorimier’s 
portrait of Madame Regnault, which shows a nearly identical 
physiognomy and fullness of figure (Paris, art market). 
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JEAN-BAPTISTE BARON REGNAULT 


The Toilette of Venus 

1815 

oil on canvas, 97-1/4 by 80-3/4 inches (247 by 205 cm.) 
signed and dated, lower right: “JB. Regnault, ft. 1815” 


PROVENANCE 
Collection of the artist (1815-1829; studio sale, Paris, 1-3 March 1830, 
lot 20, for 4,000 francs) 
Jean-Francois Regnault (son of the artist) 
possibly Antoine-Louis Regnault (another son of the artist; died 1856) 
sale, Paris, 24 January 1857 
Jacques Seligman, Paris 
William Randolph Hearst 
Dr. Siegram Aram, New York (1950) 
Walter P. Chrysler, Jr. 


EXHIBITED 
Dayton, Ohio, The Dayton Art Institute, French Painting 1789-1929 
from the Collection of Walter P. Chrysler, Jr., 25 March - 22 May 1960, no.5 
Minneapolis, Minnesota, The Minneapolis Institute of Arts, The Past 
Rediscovered: French Painting 1800-1900, 3 July - 7 September 1969, 
no. 70 
Norfolk, Virginia, Chrysler Museum, November 1971 [on loan] 


LITERATURE 
C. Sells, “Jean-Baptiste Regnault in Louisville,” J.B. Speed Museum 
Bulletin 28/2 (April 1973) p. 15, no. 1 
C. Sells, “A Late Work by Jean-Baptiste Regnault,” Museum Studies 8 
(1976), p. 89 
C. Sells, “Jean-Baptiste Regnault’s Judgement of Paris,” Detroit Institute 
of Arts Bulletin 53 / 3-4 (1975) pp. 120, 122, 124, fig, note 12 
J. P. Cuzin et. al., French Painting 1774-1838: The Age of Revolution, exh. 
cat., Paris, Grand Palais; Detroit, Detroit Institute of Arts; New 
York, The Metropolitan Museum of Art, 1974-75, p. 577 
M. Amaya, “Contrast and Comparisons in French Nineteenth 
Century Painting,” Apollo 107 (April 1978) p. 254, pl. IX 
A. P. Wintermute, An Aspect of Collecting Taste, exh. cat., Stair 
Sainty Matthiesen, New York, 1985, under no. 19, pp. 57-59 


The Toilette of Venus dates from Regnault’s later period, when he had 
largely withdrawn from public life. During this time, he painted a 
series of large-scale mythological works for his own pleasure which 
were never intended for sale; still in his possession at the time of 
his death, most of these monumental paintings are now in public 
collections, such as The Art Institute of Chicago (Cupid and Psyche) 
and the Louvre (The Three Graces). 
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Alan Wintermute has noted that the cupid on the right of the 
present composition is based on an engraving in reverse of Prud’- 
hon’s famous drawing, Les preparatits de la guerre. (Wintermute, op. 
cit. XX). The figure of Venus was adapted from Canova’s then 
recently-completed Hebe, now in the Devonshire Collection, 
Chatsworth. A small preparatory oil sketch of Venus, a hand- 
maiden, and the cupid is preserved in the Musée Magnin, Dijon. 
A cabinet-size replica of the completed painting is in a New 
York private collection. 
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PIAT-JOSEPH SAUVAGE 


Frieze of Putti Playing with a Lion 


1783 
oil on ivory, 2-1/4 by 6-1/4 inches (5.5 by 16 cm.) 
signed and dated, lower right: “Sauvage 1783” 


Born in Tournai, Piat-Joseph Sauvage (1744-1811) studied with 
van Spaendonck in Antwerp. Sauvage had settled in Paris by 1774, 
the first year he is recorded as a member of the Academy of St. Luke. 
In 1783 he showed his work at the Salon de la Correspon- 
dance and was admitted to the Académie Royale, where he exhibited 
regularly until 1804. Sauvage was also a member of the Académie 
of Toulouse, and in 1810 accepted a professorship there. Although 
Sauvage painted numerous still life pictures, the enormous fame 
he enjoyed during his lifetime was mainly due to his remark- 
able trompe [oeil imitations of marbles, terracottas, bronzes and 
cameos. He was much in demand by the Court for this specialty, 
and by 1780 had been appointed official painter to the Prince 
de Condé. He subsequently painted many overdoors resembling 
sculptural reliefs at Versailles, Fontainbleau, and Compiégne. He 
also participated in the decoration of the Chateau Belleville and 
the theater at Chantilly. 

In the Frieze of Putti Playing with a Lion, painted en grisaille on 
an ivory support, Sauvage has created a trompe [oeil illusion of a 
three-dimensional cameo relief. Children’s games were among 
Sauvage’s favorite themes, inspired not only by the antique, but also 
by the work of classicizing sculptors such as Duquesnoy 
(1597-1643). 
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JEAN-JOSEPH TAILLASSON 


St. Mary Magdalene in the Desert 

1784 

oil on canvas, 81-1/8 by 76-3/8 inches (206 by 194 cm.) 
signed and dated, lower left: “Taillasson 1784” 


PROVENANCE 
L Abbé de Pradine, chaplain to the Comtesse d’Artois (1785) 
private collection 


EXHIBITED 
Paris, Salon of 1785, no. 111 


LITERATURE 
J. Guiffrey, Collection des livrets des anciennes expositions depuis 1673 
jusquen 1800. Exposition de 1785, Paris, 1870, p. 32, no. 111 


Jean-Joseph Taillasson (1745-1809), a history painter in the neo- 
classical tradition, was a student of Vien, whose studio he entered 
in 1764. After a sojourn in Rome, Taillasson settled in Paris, and 
was admitted to the Académie in 1782. Named Academician two 
years later, Taillasson exhibited regularly at the Salon from 1783 
until 1806. Although very much in the tradition of his teacher 
Vien, his work is characterized in particular by theatrical compo- 
sitions and grandilogquent emotion, qualities much admired by 
the connoisseur Lebreton. Taillasson was primarily a painter, but 
he also wrote several notable books on literature and art, among 
them the Observations sur quelques grands peintres (Paris, 1807). 

St. Mary Magdalene in the Desert, signed and dated 1784, was 
exhibited in the Paris Salon of 1785, where it was described in the 
accompanying livret as follows: 


111. Une Magdaléne dans le Désert. Ce Tableau de 7 pieds de haut, sur 


6 pieds 8 pouces de large, appartient a M. I’ Abbé de Pradine, Aumonier 
de Madame Comtesse d’ Artois (Guiffrey, op. cit.).. 
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JEAN-JOSEPH TAILLASSON 
Coriolanus Persuaded by his Wife and Mother 


circa 1793 
oil on canvas, 45 by 57 inches (114 by 146 cm.) 


PROVENANCE 
private collection, France 


This painting depicts an episode from the life of the Roman general 
Coriolanus, as recounted by Livy and Plutarch. Coriolanus, a mili- 
tary hero whose many victories had gained him Rome's highest 
honors, was banished from the city in 491 B.C. He took refuge with 
the Volscians, enemies of Rome, and advised them to invade that 
city with him as their leader. After a Roman delegation was unable 
to dissuade him from his plan, he finally withdrew at the insis- 
tence of his wife, Vergilia, and mother, Volumnia. In the present 
picture, Volumnia pleads with Coriolanus to call off the attack, 
while Vergilia is shown seated on the left with her children. As a 
moral example of the strength of family ties, this theme was 
especially popular at the end of the eighteenth century, and was 
depicted by Guérin and Vien, among others. 

The style and composition of the present painting recall 
Taillasson’s 1793 Salon submission, Nero and Pauline, the Wife of 
Seneca, now in the Musée des Beaux-Arts, Blaye. 
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JEAN-JOSEPH TAILLASSON 


Erminia Carving Tancred’s Name in a Tree 

1796 

oil on oval-shaped canvas, 28 by 23-1/2 inches (71.1 by 60 cm.) 
inscribed in the tree: “Tanc / amou Tancred i/ ben mio...” 
inscribed and dated on the verso: “Taillasson / 1796 / Erminie” 


PROVENANCE 
private collection, France 


EXHIBITED 
Paris, Salon of 1796, no. 451 


Erminia Carving Tancred’s Name in a Tree was shown at the Salon of 
1796, where it was described in the accompanying livret as “Herminie 
tracant le nom de Tancréde son amant. Ovale. Demi figure comme 
nature (n. 451).” The subject derives from an episode in the tragic 
story of Erminia’s unrequited love for Tancred, as recounted in 
Tasso’s Jerusalem Delivered (see cat. no. 2). While searching for 
Tancred through the countryside, Erminia stays for some time 
with an old shepherd and his wife, living the daily life of a 
shepherdess. Often in the afternoon, while her lambs rest in the 
shade, Erminia follows the ancient pastoral custom of carving 
her beloved’s name on trees, where she also writes of the sad tale 
of her hopeless passion. She then bids the trees to preserve the 
memory of her woes as a warning for future generations of 
lovers. 
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58. 


PIERRE-ANTOINE-AUGUSTIN VAFFLARD 


Sappho 

1819 

oil on canvas, 25-5/8 by 32-1/8 inches (65.2 by 81.6 cm.) 
signed and dated, center right (on boat): “A Vafflard 1819” 


PROVENANCE 
acquired by the Yale University Art Gallery, 1988 


EXHIBITED 
Paris, Salon of 1819, no. 1104 


LITERATURE 
Handbook of the Collection, Yale University Art Gallery, New Haven, 1992 


Pierre-Antoine-Augustin Vafflard (1774-1837) was a student of Baron 
Regnault. He exhibited numerous works at the Salon between 1800 
and 1831, including troubadour subjects, religious themes and 
scenes of contemporary history. He was also employed in the 
restoration of pictures at the palaces of Versailles and Tuilieries. 
During the Restoration, he became increasingly known for his 
monumental paintings intended for ecclesiastical settings, such 
as The Death of St. Louis of 1819 for the Chapelle de Dreux. 

Little is known of Sappho, the great lyric poet of ancient 
Greece who lived in the 7th century B.C. A frequently recounted 
but probably apocryphal legend about her life concerns her 
tragic love for the young Phaon, whom she met when she went 
to Athens to receive the poet’s laurel. Spurned by Phaon for one of 
her younger maidens, Sappho flung herself in despair from the 
promontory of Leucadia and drowned. The subject of Sappho’s 
suicide was popular during the Romantic period, and was pain- 
ted by Gérard, among others. However, as Robert Rosenblum has 
pointed out, the present painting, which depicts the discovery 
of Sappho’s body in the water after her fatal plunge, may be 
unique for its time. He has also noted that the Sappho, shown at 
the same Salon as Géricault’s Raft of the Medusa, seems to pre- 
figure Delacroix’s first Salon picture, The Bark of Dante (1822). 
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PIERRE-ANTOINE-AUGUSTIN VAFFLARD 


The Broken Pitcher 

1823 

oil on canvas, 57 by 43-1/4 inches (145 by 110 cm.) 
signed and dated, lower left: “Vafflard / 1823” 


PROVENANCE 
private collection, Sweden 


EXHIBITED 
Paris, Salon of 1824, no. 1645 


Vafflard exhibited The Broken Pitcher in the Salon of 1824, where 
it is described in the accompanying livret as “La cruche cassée, 
idylle” (Explication des Ouvrages de Peinture..exposés au Musée Royal 
des Arts le 25 aout, 1824, Paris, 1824, p. 177). This rather sentimental 
depiction of an everyday anecdote is comparable to the enor- 
mously popular scenes of Italian peasant life which Jean-Victor 
Schnetz was sending back from Rome to the Paris Salons through- 
out the 1820s. As in the case of Schnetz’s work, The Broken Pitcher 
is a quotidian scene composed very much in conformity with 
neo-classical principals. The composition is clearly based on an 
icon of the Italian High Renaissance, Raphael's Madonna of the 
Goldfinch (1504; Florence, Uffizi), a reference which surely would 
not have been lost on the Salon audience. The authority of this 
famous model must also have provided Vafflard with the pretext 
for the children’s nudity, which in the context of the subject 
lends the painting a note of perverse innocence and sensuality. 
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EPILOGUE 


This painting, conceived in 1824, but not finally realized until 
thirty-eight years later, is included as an exhibition coda and 
summaty. 

Delacroix’s life spanned the nineteenth-century Roman- 
tic movement, and he became its greatest exponent. The Botzaris, 
perhaps more eloquently than any other example, brings to- 
gether the late eighteenth-century reverence for classical Greece, 
the birth of Republican government in the Age of Revolution, 
and the romanticizing of the exotic in Middle Eastern and North 
African subjects. The romantic theme of Botzaris’ heroic death, 
symbolizing the victory of Republican Greece over Turkish tyran- 
ny, stuck in Delacroix’s mind for the thirty-eight intervening 
years which spanned the Romantic movement. The theme was 
finally freed from his imagination with the abstracting brush 
and subtle palette of the great painter's final maturity. With 
Botzaris — with this burst of brush and color — Delacroix in 1862 
arrives at the very threshold of Impressionism. 
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60. 


EUGENE DELACROIX 


Study for Botzaris Surprises the Turkish Camp at First Light 
and Falls Fatally Wounded 

circa 1862 

oil on canvas, 23-5/8 by 28-3/4 inches (60 by 73 cm.) 


PROVENANCE 
Delacroix sale, Paris, Maitres Pillet et Lainné, 17 - 18 and 19 February 
1864, lot 100 
Mme. Godard (née de Thomas) 
Godard-Decrais (by 1930) 
Jacques Dupont, Paris (1963) 


EXHIBITED 
Paris, Musée du Louvre, Centenaire du Romantisme. Exposition Eugene 
Delacroix, June - July 1930, no. 181 
Paris, Musée Carnavalet, Chefs-d’oeuvre des collections parisiennes. 
Peintures et dessins de l'école francaise du XIXe siécle, December 1952 - 
February 1953, no. 35 
Paris, Musée du Louvre, Centenaire d'Eugene Delacroix, 1798-1863, 
May - September 1963, no. 525 
Paris, Musée du Petit-Palais, Baudelaire, 23 November 1968 - 17 March 
1969, no. 277 


LITERATURE 
A. Robaut, L’oeuvre complet d’Eugéne Delacroix, Paris 1885, no. 1408, 
p. 378 
M. Serullaz, Mémorial de exposition Eugéne Delacroix, Paris, 1963, no. 
529 (ill. p. 408) 
R. Huyghe, Delacroix, London, 1963, p. 521, no. 18 
C. Maltese, Delacroix, Milan, 1965, p. 178, (ill. pl. 98). 
M. Sérullaz, Delacroix, New York, 1973, color ill. p. 167 
R. Huyghe, La peinture francaise au XIXe siécle. La reléve de limaginaire, 
réalisme, romantisme, Paris, 1976, p. 304, (ill. pl. XXII) 
N. Athanassoglou, “Under the Sign of Leonidas: the Political and 
Ideological Fortune of David's Leonidas at Thermopylae under the 
Restoration,” Art Bulletin, LXIII (December 1981), p. 631, n. 21 
P. Georgel, Tout loeuvre peint de Delacroix, Paris, 1984, no. 792, p. 132 
L. Johnson, The Paintings of Eugene Delacroix, Oxford, oes vol. III, no. 
346, p. 159; ill. vol. IV, pl. 160 


Markos Botzaris (1788-1823), one of the great heroes in the Greek 
War of Independence, was born at Suli, Albania. After distinguish- 
ing himself in the defense of Missolonghi at the head of the 
Suliot army, he led a famous attack on the Turks at Karpenisi in 
August 1823. With only 350 Suliots, he surprised and completely 
routed a far larger force of Albanians who formed the vanguard 
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of the army advancing under Mustai Pasha. During the battle, 
Botzaris was fatally wounded, but his brother Kosta completed 
the victory. 

The present painting is Delacroix’s preparatory sketch for 
Botzaris Surprises the Turkish Camp at First Light and Falls Fatally Wounded, 
a painting which he began on commission from the Marseille 
merchant M. Rodocanachi in 1862, but left unfinished upon his 
death the following year. Delacroix had been interested in de- 
picting this subject as early as 1824, during the time he was at 
work on the Chios Massacres. In April of that year, he wrote in his 
journal: “Il faut faire une grande esquisse de Botzaris: les Turcs 
é€pouvanteés et surpris se précipitant les uns sur les autres (A. 
Joubin ed., Journal de Eugéne Delacroix, Paris, 1950, I, 76). Although 
Alain Daguerre de Hureaux has tentatively suggested that the 
present oil sketch may have been begun at this time, its style 
would indicate a date closer to that of the final painting. A num- 
ber of drawings in the Louvre have in any case been securely 
connected with the 1824 project, of which the most important is 
a large watercolor depicting the death of Botzaris (Cabinet des 
Dessins, inv. no. R.F. 10.032). 

Thirty-eight years later, in the fall of 1862, Delacroix re- 
sumed work on the project. In addition to the present oil sketch, a 
preparatory pencil study for the cannon on the left of the com- 
position is known (Louvre, Cabinet des Dessins, inv. no. R.F. 9827). 
The final unfinished painting was over two meters long. By 1898, 
it had been cut into fragments and made into separate pictures, 
of which only one is known today (Paris, coll. Jacques Dupont). 
However, a copy of the composition made before the picture’s 
mutilation shows that it closely followed the design established 
in the present sketch (ill. Johnson, op.cit., IIL, p. 310, fig. 65). Silvestre, 
who saw the unfinished version intact, wrote that with two days 
more work, it would have become a magnificent painting (T. 
Silvestre, Eugéne Delacroix, Documents nouveaux, Paris, 1964, p. 14). 
The present oil sketch thus provides a precious record of this 
unrealized late masterpiece. 


167 


INDEX OF ARTISTS 


Artist Catalogue Number 

Bergeret, Pierre-NOlaSque.........css-cseserseerssserseees 1.2 

Bonington, Richard Parkes.scc.crmerseeertncnes 4 

David, JaCQueS LOUIS x. cecrcerceseeereneeeetero neers 5, 6, 7,8 

Delacroix, EUQGM eC ixvc.-st. ince reeetenccascee ee g, 10, 60 

Ea brewbtancOlsaNavil cheeses se tee Il, 12 

Gérard, Baron Francois-Pascal-Simon............ 13, 14 

Géricault, Jean-Louis-André-Théodote......... 15, 16 

Girodet-Triosom, Anme- Louis. c.cccc eee £7, 18,10; 20, 21,22, 23 
24, 25, 26,27, 28, 29, 30 

Circle OF GIO Gta. cern ere eee eee 31 

Gramety Eram@O1SS Marius srcce-cs-scen-cesnerssetsterees B2 

Gros; BaronvAmtoime=\Calnkeercs:-cersteeete cece 33, 34 35 

Guern, Jeane Urbain eee ee 36 

Guenim, Pieme-NatGiSSere-rcreemecnseanees ets 37 

Ingres, Jean-Auguste-DOMINIQUE..........eeee 38, 39, 40 

Isabey-JeauBaptiste t1,,...2cnrcme ss eaton 41 

TeQUe Uy Jeans J ACCU CSc scacarsesrseterecaeerenccarvzerest 42 

Meynier Chaples. mci. s..82 erent 43 

Moench, Charles-Victoire-Fréd eric... 44 

Perrin, Jean-CHarles NiCaise..src..asc.sesessseesees 45 

PIGOMEANEOISSE GO Wal Gee eee ee 46 

PrudjhenpPierte-Vaul ruses eas ee 47 

Attributed tonPrud omcan.eene ee ee 48 

Abel de Pujol, Alexandre-Denis «0... 49 

Regnault, Baron Jean: Baptistes atc. a3 50, 51, 52, 53 

Sauvage: Plat Josepha. uy. deen ee 54 

Taillasson, Jean-Joséph..2s..cbe..1 gene ees os ceri 


Vafflard, Pierre-Antoine-Augustin 


168 


€ 


eatvat eo EARN ch. 


1 


ral O8-AWQ-439 | 


